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FOREWORD 


This publication is based on my doctoral thesis, which was submitted at the Ruprecht 
Karls University of Heidelberg in April 2001 under the title, Die illustrierte Chronik des 
Johannes Skylitzes in Madrid. My first supervisor was Prof. Dr. Ch. Strube to whom I 
am deeply indebted for constant support and brisk criticism. | have gained a lot from 
her ideas and advices. | should also like to express here my sincere gratitude to my 
second supervisor, Prof. Dr. L.E. Saurma, who encouraged me with counsel and 
guidance. Scholarships from the Landesgraduiertenfórderung, Baden-Württemberg, 
and the Basilas Scholarship Foundation (lópupa Ytrotpodiwv Bagida), Ormylia 
Chalkidikis, greatly contributed to the realisation of the thesis. 

My first acquaintance with the Skylitzes miniatures was during a seminar by Prof. 
Dr. Olga Gratziou at the University of Crete. It was she who suggested that | study 
this manuscript more thoroughly and crucially helped my research. 

My special thanks are also due to the following scholars for their suggestions and 
support: Prof. Dr. H. Belting, Karlsruhe; Prof. Dr. N. Wilson, Oxford; Prof. Dr. J. 
Wortley, Manitoba; Prof. Dr. D. Hagedorn, Heidelberg; Prof. Dr. G. Makris, Bochum; 
Prof. Dr. M. Vassilaki, Larissa; Dr. K. Metzler, Heidelberg; Dr. A. Tselikas, Athens, 
and Dr. |. Spatharakis, my former teacher and publisher of this book. 

| am also grateful to the following friends and colleagues: Drs. Gale Bartholf, The 
Hague; Ph. Niewóhner Mainz; |. Eichner, R. Raymond, O. Koehler and S. Coats, 
Heidelberg, and V. Tsakalidis, Athens, for their valuable assistance in various ways. 

My special thanks are certainly due to my husband, M. Teodori, for his technical 
support, patience and understanding, and to my beloved parents Georgia and 
Dimitrios Tsamakdas. 

| am very much obliged to the direction of the Biblioteca Nacional in Madrid for 
allowing me to study the manuscript and giving me permission to publish the 
miniatures from the photographic material supplied by their Laboratorio Fotográfico. 
The comparative material was reproduced with the permission of the British Library, 
London, Burgerbibliothek, Bern, Bibliotheque Nationale, Paris, Universitatsbibliothek, 
Leipzig, and the slide archive of the University of Heidelberg, Institute of Christian 
Archaeology and Byzantine History of Art. 


Heidelberg, October 2002 
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INTRODUCTION 


THE STATE OF RESEARCH 


The famous Codex Vitr. 26-2 of the National Library in Madrid contains the Xüvouic 


lotopiwv of loannes Skylitzes. It is prolifically decorated with 574 miniatures. The 


manuscript is of great significance, owing to its lavish decoration and the fact that it is 
the only preserved illustrated chronicle of the Byzantine era with narrative 
illustrations. The appearance of Byzantine, Western and Arabic elements in the 
illustrations of the Skylitzes Matritensis ensures to it a particular place among the 
manuscripts produced in the Middle Ages and makes it very important in a cultural 
point of view. 

The first scholar to describe the codex was Iriarte.’ In his catalogue of the Greek 
manuscripts in the Biblioteca Real in Madrid, published in 1769, he emphasised the 
rich decoration of the codex. lriarte restricted himself to a general description of the 
manuscript, which is incorrect, however, in several aspects. 

The first art historian who mentioned the codex was Kondakov.? He accentuated 
the quality of the miniatures and considered the manuscript a work of the fourteenth 
century. The same date was also ascribed to the codex by Diehl, Millet and the 
majority of the early art historians who, however, only briefly mentioned the 
manuscript.? 

In the beginning of the twentieth century, De Boor examined the textual tradition 
of the Chronicle of Skylitzes.* He described the Skylitzes Matritensis and its copies 
and dated the manuscript to the thirteenth century. 

In 1964, the first thorough palaeographical and codicological study of the codex 
appeared by Pomar.5 He dated the manuscript between the end of the twelfth and 
the second half of the thirteenth century, but he did not specify the place where it was 
written. 


! Regiae Bibliothecae Matritensis codices graeci manuscripti. Volumen prius, Madrid 1769, 
1-2, no. Il. 

? N. KONDAKOV, Trésors russes, St. Petersburg, 1896. 

3 G. MILLET, in: A. Michel, Histoire de l'Art, I, Paris, 1905, 213-214, fig. 117; CH. DIEHL, 
Manuel de l'Art Byzantin, Paris, 1910, 789, figs. 403-404; L. RÉAU, La miniature, Paris, 1946, 
57, pl. XII. Among the Spanish publications on the codex, one finds: D. BORDONA, 
Manuscritos con pinturas, l, Madrid, 1933, 428-430, no. 990, figs. 364-365, and J. PIJOAN 
Summa Artis, VII, Madrid, 1947, 528-530, figs. 755-761. 

4 DE BOOR, Zu Johannes Skylitzes, BZ 13 (1904), 356-369; /dern, Weiteres zur Chronik 
des Skylitzes, BZ 14 (1905), 409-467. 

5 J.M.F. POMAR, EI Scylitzes de la Biblioteca Nacional de Madrid, Gladius 3 (1964), 15-44. 
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The first monograph about the Skylitzes Matritensis was written by Estopanan.! In his 
Work, all the miniatures of the codex were reproduced, mainly in black and white, and 
described in detail. The description of the codex, which is based on the publication of 
Pomar, is followed by a brief art historical study. Estopanan accepted the date 
proposed by Pomar and considered Messina or Constantinople as possible places of 
origin of the codex. 

The eleven poems in honour of various emperors, which are written on the 
margins of the codex, were studied by Sevéenko.2 He dated the codex around the 
year 1200. Sicily, the Levant, Constantinople, Nicaea and Arta were considered 
possible places of origin of the codex. 

An important contribution to the study of the text of Skylitzes was made by 
Thurn.? In his critical edition, he proposed a date to the thirteenth or the fourteenth 
century for the Skylitzes Matritensis. 

Grabar in 1971 published an article about the miniatures of the Skylitzes 
Matritensis.* This article was reproduced in his monograph on the codex, written 
together with Manoussacas; until now, this had been the most important study on the 
manuscript.» Manoussacas concluded that the codex was a copy. He dated the script 
to the thirteenth century. In the second part of the book, Grabar examined the 
miniatures, mainly from the iconographic point of view. He claimed that the model of 
the Skylitzes Matritensis was produced in Italy and dated it to the end of the eleventh 
century. The iconographic study is followed by a stylistic examination and a division 
of the miniatures in four styles, two Byzantine and two ‘Western’. He distinguished 
various artists, but he did not offer a close examination of their stylistic 
characteristics. Grabar followed the dating by Manoussacas in the thirteenth century, 
but he observed that the miniatures cannot be classified in the art of the thirteenth 
century and that they recall the art of the eleventh century. For this reason, he called 
the style 'archaic'. For the first time a localisation of the codex in South Italy was 
suggested with art historical arguments. Grabar thought it possible, that the 
manuscript had been produced in Palermo, in the environment of the Norman court. 

In 1978 Wilson published a palaeographical study of the codex, in which he 
proved that the manuscript was written in the twelfth century.SHe found a manuscript, 
which in a few folios reveals a script very similar to the main scribe of the Skylitzes 


1 S.C. ESTOPANAN, Skyllitzes Matritensis. Reproducciones y miniaturas. Tomo |, Madrid 
1965. The author planned the edition of a second volume with a translation of the text of 
Skylitzes, which, however, was not realised. 

? |. SEVCENKO, Poems on the Deaths of Leo VI and Constantine VIII in the Madrid 
Manuscript of Scylitzes, DOP 23-24 (1969-70), 187-228. 

* loannis Scylitzae Synopsis Historiarum, editio princeps, rec. |. Thurn, Berlin - New York 
1973 (CFHB V, Series Berolinensis). 

^ A. GRABAR, Les illustrations de la Chronique de Jean Skylitzés à la Bibliothéque 
Nationale de Madrid, Cah Arch 21 (1971), 191-211. 

5 A. GRABAR - M. MANOUSSACAS, Lillustration du manuscrit de Skylitzes de la 
Bibliothéque Nationale de Madrid, Venice 1979. 

$ N.G. WILSON, The Madrid Scylitzes. Scrittura e Civiltà 2 (1978), 209-219. 
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Matritensis; he even claimed that it had been written by the same hand. The 
examined manuscript is Vat. gr. 300, a compilation of various medical texts, 
produced in South Italy. Wilson dated the Skylitzes Matritensis in the middle of the 
twelfth century and attempted a reconstruction of its origin: it is a copy from a 
Constantinopolitan model, brought by Henricus Aristippus between 1158 and 1160 
A.D. to the Norman King William | as a gift from the Byzantine emperor. The model 
was copied from an illustrated Skylitzes manuscript, which was kept in the imperial 
library in Constantinople. In the same time, Wilson proposed Palermo as the place of 
production of our manuscript. The direct model of the Skylitzes Matritensis was 
stylistically and iconographically uniform, but the illustrators of the Matritensis 
reproduced their model freely and put an end to its uniformity. Cavallo agreed with 
Wilson's theory about the date and the localisation of the codex. 

Convinced that the codex should be dated in the twelfth century, Sevéenko 
developed another theory, according to which the Skylitzes Matritensis is an ad Aoc 
production and does not presuppose an illustrated (Constantinopolitan) model.2 He 
reached this conclusion through iconographic comparisons between the Skylitzes 
Matritensis and the Petrus de Ebulo codex in Bern, and through the observation that 
the style changes with the quires. Ševčenko was sceptic about the attribution of the 
Skylitzes Matritensis to a royal scriptorium in Norman Palermo, but he did not 


. propose any other place. 


The same doubts about the production of the codex in the environment of the 
Norman kings were also expressed by Re.? He emphasised the fact that there is not 
the slightest evidence about the existence of a scriptorium in Palermo, in which 
Greek books were copied and illustrated; historical and cultural reasons restrained 
him to associate the codex with the Normans. He did not express, however, his own 
theory about the place of origin of the codex. 

Oikonomides took recently up the old theory about the origin of the codex from 
Constantinople.* He was led to this conclusion after examining a miniature portraying 
the eparch of the City in a costume which should have been depicted near 
Constantinople (fol. 43r top; Fig. 94). The author supported his theory on the 
conclusions of Sevéenko, that the codex was produced ad hoc. 

The latest studies of the manuscript are of palaeographical nature. Foti and Luca 
proved that the codex originated from Sicily and assigned it to the scriptorium of the 


1 G. CAVALLO, Scritture italo-greche, librarie e documentarie. Note introduttive ad uno 
studio correlato. Bisanzio e l'Italia. Ricolta di studi in memoria di Agostino Pertusi, Milan 1982, 
29-38. 

2 |. ŠEVČENKO, The Madrid Manuscript of the Chronicle of Skylitzes in the Light of its New 
Dating, Byzanz und der Westen. Studien zur Kunst des europäischen Mittelalters, ed. by I. 
Hutter (Österreichische Akademie der Wissenschaften, Philosophisch-historische Klasse, 
Sitzungsberichte, vol. 432), Vienna 1984, 117-130. 

3 M. RE, A proposito dello 'Scylitzes' di Madrid, La Memoria 3 (1984), 329-341. 

4 N. OIKONOMIDES, H oToAn rou etrapxou kai o ZkuAirGáng rg; Maópirng, Eudpoouvov. 
Adiépooua atov M. Xaránóàkn, Athens 1991, 422-432. 
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monastery of S. Salvatore in Messina.’ The two scholars are, however, not 
unanimous about the date and the circumstances of the production of the 
manuscript. Foti dated the codex in the seventies of the twelfth century and 
considered it as a commission of the Normans in the monastery. Luca dated the 
manuscript in the first half of the twelfth century. He mentioned as possible 
commissioners the Norman kings or Greek patricians of South Italy. 

Apart from the already mentioned studies, there are a few works on specific 
problems of the manuscript, which are mainly of iconographic nature.? The 
manuscript is naturally mentioned in almost every handbook on Byzantine art, in 
which the various theories are usually uncritically adopted. In the present state of 
research, the dating of the codex in the twelfth century and the theory of its execution 
in Palermo as a product of Norman culture have prevailed. 

In 2000, a facsimile edition of the manuscript was published, in which the author 
of this book participated with an article on the miniatures.? 


PURPOSE OF THE PRESENT STUDY AND WORKING METHOD 


From the state of research about the Skylitzes Matritensis, one may deduce, that the 
dating of the codex depended on the results of palaeographical studies. The dating of 
the miniatures always followed that of the script and, since Wilson's discovery, that of 
Vat. gr. 300 in ca. 1160. An independent dating of the illustrations, based on art 
historical grounds, does not exist. On the other hand, the attempts to locate the 
codex do not always take into consideration the palaeographical findings.* In general, 
the greatest problem in the study of the codex is the fact that the majority of the 


1 M.B. FOTI, Lo scriptorium del S.mo Salvatore di Messina. Scritture, Libri e Testi nelle aree 
provinciali di Bisanzio. Atti del seminario di Erice (18-25 sett. 1988) a cura di G. Cavallo, G. d. 
Gregorio e M. Maniaci, vol. |, Spoleto, Centro Italiano di Studi sull'alto Medioevo, 1991, 389- 
416.; eadem, | monastero del S.mo Salvatore in lingua Phari. Proposte scrittorie e coscienza 
culturale, Messina 1989.; S. LUCA, | Normanni e la ‘Rinascita’ del sec. XII, Archivio Storia per la 
Calabria e la Lucania 60 (1993), 1-91. 

^ A.B. HOFFMAYER, Military Equipment in the Byzantine Manuscript of Scylitzes in 
Biblioteca Nacional in Madrid, Gladius 5 (1966); CH. WALTER, The Coronation of a co-Emperor 
in the Skylitzes Matritensis, Actes du 14e congrés international des études byzantines, ll, 
Bucharest 1975, 453-458 (reprinted in dem, Studies in Byzantine Iconography, London 1977); 
idem, Saints of Second Iconoclasm in the Madrid Scylitzes, REB 39 (1981), 307-318; E. PILTZ, 
Notes on an Illumination in the Madrid Skylitzes, Rivista di studi bizantini e slavi 3 (1983), 249- 
258.; H. HUNGER, Alltag in Byzanz. Bilder aus dem Codex Matritensis des Johannes Skylitzes. 
Philia 1996, 5-13. 

3 V. TSAMAKDA, The Miniatures of the Madrid Skylitzes, in: Joannis Scylitzae Synopsis 
Historiarum. Codex Matritensis Graecus Vitr. 26-2, Athens 2000, 65-96. 

^ The best example for this kind is the article of Oikonomides, who raised again the old 
theory about a Constantinopolitan origin of the codex, although it was proved that the codex 
was written in Sicily, as already noted. 
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investigations is one-sided: there is no interdisciplinary conformity of the results. The 
art historians who examined the codex paid almost no attention to the western 
illustrations, although these form the largest group of miniatures in the codex. One 
misses a comprehensive study, which includes all the results of the previous 
research and is enriched with new findings, so that the manuscript can be seen not 
only as script or object of art, but also as a cultural product that can reveal much 
about the people who produced and used it and about the time in which it was made. 
The present study aims to fill this gap. 

The dating of the manuscript and the elucidation of the models remains an 
important target of this study. Essentially, four proposals have been presented in the 
past about the origin of our codex: 1. It is a thirteenth-century copy of an eleventh- 
century Italian model, produced in South Italy.! 2. The codex was produced ad foc in 
sicily in the twelfth century.? 3. It is a twelfth-century copy, produced after 1158-1160 
A.D. in Palermo with a Constantinopolitan model,? and 4. The codex was produced in 
the twelfth century in Constantinople.4 

Additionally, there are several other questions to be answered and aspects to be 
examined, e.g., the relationship between text and image, which were neglected 
because of the concentration of the interest on date and place of origin of the 
manuscript. 


The present study is divided as follows: 


In the first chapter, the palaeography and codicology will be examined. This part will 
include a review of the results of the previous studies in a more detailed and critical 
manner than mentioned above. In addition, an examination of the marginal notes will 
be undertaken, in the hope that new light will be thrown on the history of the 
manuscript. 

In the second chapter, the contents of the Synopsis Historion will be examined. 
This part will deal with the author and his work, the way the Chronicle was composed 
and the question of the sources. The textual tradition and the marginal poems in 
honour of various emperors will be also presented here. 

In the third chapter, the system of illustration will be examined, i.e., the way in 
which the miniatures are arranged on a folio. | shall also refer to the literary sources 
which | have consulted for investigating the relationship between text and image. 

This relationship will be scrutinised in the fourth chapter, which is the largest of 
this book. | shall compare every miniature with the relevant text of the Synopsis 
Historion in order to establish how and how closely it is illustrated. In cases of 
deviation, | shall try to locate the text which explains the miniature better and 
accordingly draw my conclusions. The relationship between text and miniature, and 
between the inscriptions, scenes and the text will be also examined in the 


1 GRABAR-MANOUSSACAS, Skylitzés. 
? SEVCENKO, Skylitzes. 

3 WILSON, The Madrid Scylitzes. 

4 OIKONOMIDES, Eparch. 
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expectation that it will help decide whether the Matritensis is a copy or an ad hoc 
production. 

In the fifth chapter, the iconography of the scenes will be thoroughly studied. The 
miniatures of the Skylitzes Matritensis were described in the two monographs by 
Estopanan and Grabar - Manoussacas, mentioned above, but their iconography was 
not methodically investigated. The miniatures will be examined here by subject, e.g., 
coronation scenes, scenes of daily life, battle scenes, etc., and divided in a Byzantine 
and a Western group. The iconographical analysis will also provide evidence for the 
models and the date of the codex. 

The sixth chapter will deal with the stylistic examination of the illustrations. The 
first task to be undertaken is to determine the number of illuminators who worked in 
the manuscript and establish their artistic abilities. A stylistic analysis of the 
miniatures and the dating of the style will follow. Grabar was the only scholar to 
discuss the style of the miniatures, but unfortunately in a very concise manner; he 
took for granted that the codex was illuminated in the thirteenth century. 

Taking into consideration the cultural and historical backgrounds of Sicily in the 
established chronological boundaries, | shall finally suggest possible commissioners 
of the manuscript in the seventh chapter. 


The results of the studies in the above chapters will allow a more accurate dating and 
an exact localisation of the codex. Additionally, the examination of the relationship 
between text and image will fill the gaps in the investigation of this subject. | am, 
however, aware that, due to the vast pictorial material and the rather complex 
problems involved with the codex, this study, although a large one, cannot be 
considered an exhaustive investigation of all aspects concerning the Skylitzes 
Matritensis. | only aspire to contribute to the better knowledge of the manuscript and 
give an impulse for further studies. 


CHAPTER ONE 


DESCRIPTION OF THE CODEX 


PROVENANCE 


In the upper margin of fol. 9r of the Skylitzes Matritensis, which is the title page of the 
Synopsis Historion, the following entry is written: aür rj BiBAoc rréAe! TAS TOO 
OWTNPOSG OVS TiS óiakeipévng Ev TH Akpotnpiw roO Aiurjvoc uecorvng (Fig. 1). This 
entry, which can be dated to the fifteenth century, attests that the codex belonged at 
that time to the Basilian Monastery of San Salvatore del Faro in Messina.’ In 1546 
A.D. the monastery was demolished and a fortification was erected at its place on 
command of Charles V. The monks moved to the monastery of S. Maria della 
Misericordia. In 1563 A.D. Francesco Antonio Napoli made an inventory of the fondo 
of S. Salvatore, in which the Skylitzes manuscript appears as no. 1. He was sent by 
the Pope Pius IV to Sicily to catalogue the Greek and Latin manuscripts in 
ecclesiastic and private libraries. In 1573 A.D. the monks moved to a new monastery, 
at the coast of Peloro. An anonymous Latin author compiled between 1573 and 1580 
A.D. another inventory, in which the Skylitzes codex is mentioned as no. 111, i.e., the 
last on the list. A Greek anonymous inventory from the end of the sixteenth or the 
beginning of the seventeenth century does not include the codex. 

several of the later entries written in the Skylitzes Matritensis are attributed to 
Konstantinos Laskaris. This Greek scholar remained in Messina from 1466 until his 
death in 1501 A.D., where he was engaged in the teaching of Greek to the Basilian 
monks.? However, Konstantinos Laskaris apparently never possessed the codex; it 
remained after his death in the monastery, while his personal collection passed in the 
library of the Cathedral of Messina. 

The next possessor of the codex is considered to be Don Francesco Mendoza 
Pacheco, the fourth Duke of Uceda (1687-1696). His predecessor, Don Francisco de 


1 POMAR, Scylitzes, 38. Pomar is the only one to have made a full palaeographical 
description of the manuscript; see also DE BOOR, Skylitzes, 411-416. On the Monastery of San 
Salvatore, see the monograph by FOTI, Il monastero, with the earlier bibliography; see also 
FALKENHAUSEN, S. Salvatore. 

? POMAR, Scylitzes, 38; RE, Scylitzes, 332. MERCATI, Per la storia, 53-54, 228-291, 232, 
280. 

3 The entries are published by POMAR, Soylitzes, 38. On Konstantinos Laskaris, see A. DE 
ROSALIA, La Vita di Constantino Laskaris, Archivio Storico Siciliano, Ill, IX (1957-58), 21-70; 
POMAR, Uceda, esp. 213-221; T.M.M. Manzano, Constantino Láskaris, semblanza de un 
humanista bizantino, Madrid 1998. 
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Benavides, took possession of the book collection of the Cathedral of Messina in 
1679 A.D., and brought it to Palermo. The Laskaris collection and probably the 
Skylitzes Matritensis were among these books. Although it cannot be proved that the 
codex belonged to the Cathedral and was transferred to Palermo, the following 
observation supports this assumption: All the books of the fondo of Uceda received a 
new binding and a new cover in Palermo, which is similar to that of the Skylitzes 
Matritensis.! Thereupon, the codex was transferred to Spain as a part of the fondo of 
Uceda. In 1712, the collection of Uceda entered the library of king Philip V, the later 
National Library of Madrid. The codex received at first the shelf-mark N 2. Today, it 
has the shelf-mark Vitr. 26-2. 

Until now, the history of the codex could be reconstructed as far back as the 
fifteenth century. About its previous possessors nothing was known. There is, 
however, a revealing entry, till now misinterpreted, which proves that the codex was 
already in the thirteenth century in Messina: It is written, like the ctetoric inscription, 
on fol. 9r, but in the lower margin. Pomar read Anno de m... and considered it to be a 
date. This reading is, however, incorrect; the entry in fact denotes the signature of 
Ant(onius) de M(essana). It is found in several other manuscripts which belonged to 
the fondo of San Salvatore in Messina and are now scattered in various libraries.2 
Lucà identified Antonius of Messina with the person who signed other manuscripts 
with the name Ant(onius) de Cariss(im)o.? Little is known about his identity. He is 
believed to be a notary, who worked in Messina in the second half of the fifteenth 
century. One finds his signature in either form in 27 more manuscripts, always in the 
lower margin of the title page, just as in the Skylitzes Matritensis. These manuscripts 
date between the tenth and the fourteenth century and were written in various 
scriptoria. Apart from the Codex Leipzig, Rep. Il 26, they are all italo-byzantine 
codices, mostly of theological content, and without illustrations. The signature of 
Antonius of Messina is considered to be a recognition mark of manuscripts which 
once belonged to the Monastery of San Salvatore.^ A few of these manuscripts 
share, apart from the signature, guard-leaves, originating from codices, which with 
certainty belonged to the monastery. The same is also true for the Skylitzes 
Matritensis: folios 2 and 5 are inserted folios, originating from codex Vat. gr. 1495, 
which can be dated to the eleventh or twelfth century and which also belonged to the 
fondo of Messina.5 


! On the collection of Uceda, see the detailed study of POMAR, Uceda. 

? LUCÀ, Ant. di Messina; the signature of Antonius of Messina in the Matritensis escaped 
the attention of Luca. It is identical to that in codex Rawl. G. 199, Boldleian Library (LAKE II, Ms. 
63). This codex was written in 1144 A.D. in Messina. 

3 Luca identified at first Antonius of Messina with Francesco Antonio Napoli, who compiled 
in 1563 the inventory of the Greek manuscripts of the Monastery of San Salvatore in Messina; 
see LUCA, Vat. gr. 1926. 

^ On similar marking methods in other library collections, see LUCÀ, Ant. di Messina, 156- 
157, note 31-33. 

5 MERCATI, Per la storia, 155; FOTI, Scriptorium, 398, note 43; P. CANART, Les Vaticani 
Graeci 1487-1962, Vatican 1979, 188, note 88. 
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One of the manuscripts of this group, Codex Scor. Q III 14, from the beginning of the 
twelfth century, was restored in 1284/1285 A.D. in San Salvatore, as an entry in this 
manuscript reveals.! Leaves from another manuscript of this group, Messan. gr. 6 
from the eleventh century, were used as guard-leaves for other manuscripts of the 
fondo of Messina.? The Skylitzes Matritensis has also guard-leaves dating from the 
eleventh or twelfth century. These early guard-leaves suggest that the restoration of 
the manuscripts which contain them was executed circa 1285 A.D. in San Salvatore. 

The Skylitzes Matritensis is, thus, clearly marked through the ctetoric inscription 
and the signature of Antonio di Messina as property of the Monastery of San 
Salvatore. As one of the manuscripts signed by Antonius of Messina, it was at least 
since the end of the thirteenth century in the Monastery of San Salvatore, where it 
was restored. 


CODICOLOGICAL ANALYSIS 


The codex is composed of 233 parchment folios. Folios 9r-234v contain the 
Chronicle of loannes Skylitzes. Probably towards the end of the thirteenth century, 
the manuscript was protected by six parchment folios of religious content, which were 
added in front of folio 9 (fols. 2 and 4-8). From these six added leaves, fols. 2 and 5 
date from the eleventh or twelfth century, as already said, while the other leaves date 
from the twelfth or thirteenth century.^ At the beginning and end of the codex, seven 
paper folios have been added. 

The folios measure on average 355 x 270 mm. Several folios were reduced in 
size during the binding process, which resulted to the loss of several marginal notes 
and the upper margin of a few miniatures. A few folios have been restored with 
parchment strips (fols. 9, 10, 121, 129). Among a number of folios, one sees narrow 
parchment strips, which preserve an uncial script (e.g., fols. 9v-10r, 13v-14r, 14v-15r, 
15v-16r, 26v-27r, 30v-31r, 31v-32r) These fragments originate from a New 
Testament manuscript.® 

The quality of the parchment varies, and is in general poor. It is coarse and not 
very elastic. The flesh side has been varnished with egg-white. On the hair side, 
hairs are sometimes visible. Folios 75-76, 88-95 (11'^ quire) and 187-194 (25'^ quire) 


! LUCA, Ant. di Messina, 155; see also LUCA, Vat. gr. 1926, 68-72. 

? LUCÀ, Ant. di Messina, 159. 

3 Number 3 was omitted during the enumeration of the codex. 

^ On the date and the content of the additional folios, see POMAR, Soylitzes, 33-35. 

5 POMAR, Scylitzes, note 58. 

6 According to Mioni, poor quality was particularly in South Italy the norm in that time: E. 
MIONI, Introduzione alla Paleografia Greca, Padova 1973, 35. Canart stated that the parchment 
in South Italy in the twelfth century was of much better quality than in the preceding and 
following centuries, but not as fine as in Constantinople: CANART, Le livre grec, 115. 


10 CHAPTER ONE 


are of an even lower quality; the parchment is here coarser and darker. Already 
damaged folios were used in a few cases from the very beginning; folios 60, 93, 192 
and 193 have large holes; the text follows their contour. 

The main ruling type of the codex corresponds to Leroy’s type 21D1b.' The 
written area measures 200-245 x 170-190 mm., and contains up to 31 lines. The 
lines are drawn with pencil, which is typical for South Italy. Only 25 folios are 
completely covered by script, whether the rest contain up to three miniatures. 
Although the codex was bound and repaired several times, there is no problem in 
reconstructing its original structure. It preserves 28 quaterniones and one ternion 
(fols. 151-156). Quire 16 and at least one quire at the end are missing. The beginning 
of each quire is marked with a Greek number in the inner, lower corner of the first 
page. This numbering is ascribed to Konstantinos Laskaris, who studied the 
manuscript in the fifteenth century. The first three quires preserve an additional 
numbering in the outer, lower corner of the last page. In the upper margin of the last 
folio of each quire, there is an additional Arabic numbering, which deviates from the 
Greek by one: the Arabic numbering ends with 29. To this lead the following 
situation: The fifth quire has the number 4 instead of 5 and the fourteenth quire was 
not counted. There are finally a few remnants of another Greek numbering, which 
applies to the folios. On fol. 108v, one finds in the outer corner of the upper margin 
the number p. The page is indeed the hundredth one, if one starts counting from folio 
9. the first folio of the chronicle. Writing in the lower margin of the last folio of each 
quire anticipates the first words of the next page; they were written in order to guide 
the scribes and binders. These words are hardly visible today.? 

The state of preservation of the codex is not particularly good. It is even worse at 
the beginning and the end of the codex, where the miniatures are almost totally 
damaged. Among the most significant losses of the codex is the above mentioned 
quire 16. It contained the passage p. 213, v. 44 (Pwyavoc) to p. 224, v. 72 (kai roO 
Atto-) of the printed text.?. One folio is moreover missing after each of the following 
folios: fol. 58, with the text 74, 9 (-vra avexnpugav) to 76, 58 (riw EvavtTiwv); fol. 96, 
with the text 148, 50 (Oüroc) to 150, 90 (Aóyuv); fol. 173, with the text 312, 20 (kai 
kar OAiyov) to 315, 94 (arrorikrei atro-), and fol. 177, with the text 323, 30 (-deic 
a&iópayxov) to 326, 85 (petà rrpo8upíac). Konstantinos Laskaris had already observed 
these losses and noted them on the margins.^ The loss of at least one quire at the 
end of the codex, is however, the most severe one. The title of the Skylitzes 
Matritensis and of all other manuscripts of Skylitzes, which do not contain the so- 


! LEROY, Réglure, 7; see also SEVCENKO, Skylitzes, note 37. 

2 The following words are visible: fol. 48v (last folio of the fifth quire): ëK Te Twv; below this: 
£vTEOOEv TIOL Eig TO ç (= 6) &rrerra Eig TO C; fol. 63v (last folio of the seventh quire): kai roO 
apxiepatixod Opóvou; fol. 226v (last folio of the 29th quire): ó u£v oùv BaaiAEuc. 

3 See the critical edition by J. THURN, loannis Scylitzae Synopsis Historiarum, Berlin-New 
York, 1973. 

^ On fol. 58v, in the lower outer corner: hre! TO B’ MPUAAOV; similarly on fol. 177v: Aeirrei. 
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called Continuatio 1, states that the account ends with the rule of Isaac Komnenos, 
but the narrative of the codex Matritensis reaches until the encounter between 
Konstantinos IX and the Turks (THURN, Skylitzes, p. 448, v. 39: Kai rà Èv KAT rrjv 
ABaoyiav karrjvrnoev gig Toto). On the last preserved folio of the Chronicle, fol. 
234v, traces of colour are visible, which obviously come from the missing quire. 
There is, moreover, a hardly visible note in the lower margin of this folio, which bears 
the beginning of the next quire. The theory of C. de Boor that the codex was never 
completed must, therefore, be ruled out? We are, thus, on safe ground when 
assuming that the Skylitzes Matritensis was composed of at least 31 quires and was 
decorated with more than 600 illustrations,? of which 574 are preserved. 


PALAEOGRAPHICAL STUDY 


THE SCRIBES 


The text of the Chronicle was written by two unknown scribes. It is written in one 
column, usually interrupted by zones of miniatures. The ink is black, which is in 
several folios faded and occasionally retouched at a later date (e.g., fol. 9r; Fig. 1). 
The title of the Chronicle, the initials, the chapter titles, the marginal poems and a few 
marginal notes are written in red ink. 

Folios 9r-87v, 96r-186v and 195r-234v are written by the main scribe of the 
manuscript, Scribe A. A second scribe, Scribe B, wrote fols. 88r-95v and 187r-194v 
(quires nos. 11 and 25). These two quires exhibit no initials^ and no illustrations; 
blank spaces were left for miniatures, which were never executed. The last words of 
the last folio in each of these quires are squeezed, in order to fit into the last line of 
the folio. This implies that the next quire was already planned, otherwise the scribe 
could have kept on writing without having to take into consideration the restricted 
place available. These two quires do not replace missing or destroyed quires, as has 


1 On the Continuatio and the textual tradition of the Chronicle of Skylitzes see the next 
chapter. 

? DE BOOR, Skylitzes, 412. 

3 Napoli regularly comments in his inventory on the state of preservation of each 
manuscript. One finds often remarks like opus corrosum or sine principio et corrosum in fine, cf. 
MERCATI, Per la storia, 58. The fact that no such comments exist for the Skylitzes Matritensis, 
points to the assumption that the codex was not defective, at least at the beginning and the end, 
at the time of the compilation of the inventory. 

^ Tiny initials in the margins of the manuscript were written in order to guide the rubricator to 
execute the initials of the text. For similar cases in other manuscripts, see J. LEROY, Le 
Parisinus Gr. 1477 et la détermination de l'origine des manuscrites d'après la forme des 
initiales, Scriptorium 32 (1978), 205. 
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been suggested in the past.’ On fol. 88r, one sees traces of paint, which come from 
the facing fol. 87v. On fol. 194v, one finds traces of paint in the space reserved for a 
miniature; they come from the miniature painted on the facing folio, fol. 195r. These 
observations lead to the conclusion, that these four quires (nos. 10-11 and 25-26) 
were already bound together when the illustrator painted them, or that the binding 
took place shortly after the execution of the miniatures, before the paint could dry. It 
is, therefore, improbable that quires nos. 11 and 25 replace missing quires. 

The ductus of the two scribes is very similar. Scribe A exhibits a calligraphic 
minuscule script, which is characterized by narrow and small letters. Some letters 
distinguish themselves through their height and roundness, such as the o, w and c at 
the end of a sentence, and a, v, $, T and K at the beginning of a sentence. A striking 
feature is the considerable length of the vertical strokes of the letters k, @ and i. Most 
of the letters appear in both minuscule and uncial. Only n and p appear almost 
exclusively in uncial. 

There are several ligatures consisting of as many as six letters. Quite 
characteristic are the ligatures ep and èni, and the combination of the € with 
consonants (mainly with K and v), in which the £ becomes a small hook. 

Abbreviations are used for the nomina sacra and occasionally at the end of a 
sentence or paragraph. The abbreviations increase towards the end of the codex and 
also appear within a sentence, so that the script becomes more lively. 

The ductus and certain letters of Scribe B is so similar to those of Scribe A, that 
one may at first sight think, that one and the same hand was at work. As regards the 
appearance, the letters of Scribe B are not placed as close as those of Scribe A. This 
scribe does not on the other hand leave blank spaces between the sentences, which 
can be frequently observed in the script of Scribe A. Scribe B also differs in the use 
of the minuscule form of rj next to the uncial one, the frequent application of the half- 
moon form of the c in a sentence, and in the use of the abbreviated kai. There is a 
great variation in the treatment of the letter c, which is frequently used in its closed 
form and, unlike that of Scribe A, in its open one. Compared to Scribe A, Scribe B 
uses more often ligatures. 


THE MARGINAL POEMS 


In the margins of the codex, a series of all kinds of notes and eleven poems in 
honour of various emperors are found. They appear on fols. 116v (Fig. 269), 139r, 
157r, 159r and 182r. They were thoroughly studied by Sevéenko.? 

Sevéenko claimed that the scribe of the poems, which we shall call here for 
practical reasons Scribe C, is identical with Scribe A, but he did not compare the two 





' DE BOOR, Skylitzes, 14; POMAR, Soylitzes, 16; WILSON, The Madrid Scylitzes, 211. 
OIKONOMIDES, Eparch, 425. 

? SEVCENKO, Poems; see also A. KAMBYLIS, Zum Gedicht auf den Tod des Kaisers 
Konstantin VII. Porphyrogennetos im Scylitzes Matritensis, BZ 72 (1979), 297-305. 
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scripts in detail.! He mentioned the similarities between the letters K, X, a and the 
ligature 51 of Scribe A to those of Scribe C. One may, however, observe that all these 
letters are also identical to those of Scribe B. The following comparisons between 
Scribes B and C point to an attribution of the marginal poems to Scribe B: 1. The 
minuscule n is frequently used by these scribes, while it rarely appears in the script of 
Scribe A. 2. Scribe C employs only the abbreviated form of kaí; Scribe B primarily 
uses the abbreviated form of it, while Scribe A only occasionally applies it. 3. The tall 
|, typical for Scribe A, is found in the poems infrequently. 4. The letter o in its half- 
moon form is found within a sentence often, as in the script of Scribe B. 5. The 
treatment of both forms of c is identical in the script of Scribe B and that of the 
poems. 6. The poems exhibit numerous ligatures, which are also applied by Scribe B. 
On the other hand, Scribe C leaves in the first two poems large spaces between the 
sentences, which can also be observed in the script of Scribe A. These spaces are 
filled with small crosses. 


THE CAPTIONS TO THE MINIATURES 


Scholars are not unanimous about the authorship of the captions, which accompany 
the illustrations of the codex. De Boor considered one of the illustrators as the 
rubricator.2 Pomar, Estopafian and Ševčenko identified the author of the captions 
with Scribe A. 

Estopanan excluded the possibility, that the captions were written by Scribe B, 
because no captions appear in his quires. His argument is, however, not logical, 
because the captions were written after the execution of the illustrations; since the 
miniatures in these quires were not executed, one cannot expect to find captions 
here. 

Manoussacas could not come to a conclusion about the authorship of this script. 
He excluded, however, Scribe A, because the captions exhibit several orthographical 
errors and occasionally deviate from the text of the Chronicle. According to 
Manoussacas, it is impossible that the same scribe wrote the text of the Chronicle 
correctly and the captions wrongly.^ 

Fonkic offered a different solution.» He rightly observed that the script of the 
captions is partially close to that of Scribe A and partially to the script of Scribe B, but 
he considered them as one and the same person. He found, thus, in the captions an 
additional argument for his theory. One may observe, that the captions appear in 


1 ŠEVČENKO, Poems, 193, note 21. 

? DE BOOR, Skylitzes, 412. 

3 POMAR, Scylitzes, 27; ESTOPANAN, Skyllitzes, 26, SEVCENKO, Poems, 193, note 21. 
All scholars claimed that the poems and the captions were written by one hand. 

4 GRABAR-MANOUSSACAS, Skylitzés, 14. 

5 B.L. FONKIC, Paleografic¢eskaja zametka o Madridskoj rukopisi Skilicy, VV 42 (1981), 
229-232. 
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three forms: the majority of them is written in semi-uncial, which repeats the exact 
form of the titles of the poems and of the chapters. The second form reveals a 
minuscule script with cursive elements and numerous abbreviations; it is identical to 
the script of the poems and of Scribe B.! One finally finds a combination of these two 
forms. In several cases, a caption begins with a semi-uncial script and finishes with a 
minuscule script; a miniature may also have a caption in a script of both types. 
Fonkié explained the appearance of the two types of script in the captions as follows: 
the scribe changed into minuscule script whenever there was not enough space 
available. He also claimed, that the captions were copied from the archetype: the 
discordance between the text of the Chronicle and of the captions could be explained 
by the assumption, that the captions were not written in the archetype by the scribe, 
but by the illustrator(s). The orthographical errors were, thus, ascribed to the artists, 
who wrote the captions without paying sufficient attention to the text. 

The different opinions about the author of the captions are partially due to the 
assumption of these scholars, that all captions were written by one hand. Fonkic’ 
observation that there are similarities not only with Scribe A, but also with Scribe B, 
may not be explained with the hypothesis that we are dealing with one person. It 
indicates rather, that the captions were written by two hands. That Scribes A and B 
are not the same person, can be deduced from a comparison on fol. 80v bottom, on 
which both scripts are written one next to the other (Fig. 197): Scribe B added a 
passage around the figures of the scene on the right of the lower miniature, which 
Scribe B forgot to copy. This practice also appears in the captions to the miniatures. 
The majority of the miniatures exhibit captions in semi-uncial, written by Scribe A, 
while the captions written in minuscule are the work of Scribe B and seem to 
accomplish the work of the main scribe. The best example of this kind can be seen in 
the upper miniature on fol. 45r (Fig. 101). 


The chapter headings were also written by two hands. Most of them were written by 
Scribe A in the form of the title of the Chronicle (Fig. 1), i.e., in semi-uncial. The 
heading in the margin of fol. 42r is, however, written in the type of the script of Scribe 
B. A chapter heading in the lower margin of fol. 28r was complemented in two places. 
The heading is written in semi-uncial as follows: mepi rfjg «aO ürrvoug ópiAncáong 
£iKóvog TOU àyiou l'onyopiou Tod OgzoAóyou Kwvaravrivw TO) uii A&ovri TOO BAGIAEWS 
TOU Apuevíou. The words in italics denote here additions by Scribe B in minuscule. 
That these words are an addition, can be also deduced from the fact that the 
Skylitzes Neapolitanus, the twin manuscript of the Matritensis, reveals a similar 
heading, but without the added words.? 


1 Significant for the attribution of this kind of captions to the Scribe B is the use of the 
minuscule n and the appearance of the half-moon form of a within a sentence. 
2 Cod. gr. III.B.24, fol. 15v. On this codex, see the next chapter. 
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THE DATE OF THE SCRIPT AND THE QUESTION OF THE 
SCRIPTORIUM 


The script of both hands in the Skylitzes Matritensis reveals a style which seemed in 
the past to have no parallels and could not be classified until 1978. De Boor was the 
first scholar who thoroughly studied the textual tradition of the Chronicle of Skylitzes. 
He dated the codex to the thirteenth century.! Pomar brought into discussion the 
possibility of a date towards the end of the twelfth century, based on palaeographical 
grounds.? Manoussacas dated the script to the thirteenth century. Grabar followed 
this dating and claimed a South Italian origin of the codex, on the basis of art 
historical evidence.? 

The appearance of the article of N.G. Wilson was a turning point in the study of 
the manuscript. He found a manuscript, in which a few folios exhibit a script very 
similar to that of Scribe B. It is the codex Vat. gr. 300, which contains a Greek 
translation of a medical treatise of Abu Gafar Ibn al Gazzar and a series of other 
medical texts.5 The codex was written by several scribes.9 Among them, the scribe of 
fols. 211v-230v is, according to Wilson, identical ro Scribe B of the Skylitzes 
Matritensis. The similarities of the two hands are indeed startling. One may, however, 
observe, that there are also differences: the tendency to long and round letters in 
Vat. gr. 300 is much more striking than in the Skylitzes Matritensis. The scribe of the 
Vat. gr. 300 never uses the minuscule n, which is characteristic for Scribe B. On the 
contrary, the minuscule u appears in the Vatican manuscript almost continuously, 
while both scribes of the Matritensis use it rarely. The characteristic ligatures ev and 
ek - identical in both scribes of the Matritensis - do not appear in Vat. gr. 300 at all. 
Moreover, the form of the k is in the Vaticanus closer to that of the Scribe A. The 
scribe of the Vaticanus leaves large blank spaces between the sentences, just as 
Scribe A. From all this observations results a complicated net of connections, i.e., 
resemblances and discordances, between the three scribes, so that one should 
conclude, that we are dealing with three individuals, who exhibit the same type of 
script and worked in the same scriptorium. 





1 DE BOOR, Skylitzes, 411. H. Hunger preferred a date around the year 1300, while 
Ševčenko at first proposed a date between 1250 and 1275 and later accepted the dating to the 
twelfth century; ŠEVČENKO, Poems, 187, note 2; ŠEVČENKO, Skylitzes. 

2 POMAR, Scylitzes, 37. 

3 The earliest dating of the codex appears in the above mentioned anonymous Latin 
inventory of the sixteenth century. The compilator gives the date an. 350. This indicates the age 
of the codex in the time of the compilation of the inventory. The date of the execution of the 
manuscript was, thus, estimated between 1223 and 1230. However, as Mercati has shown, this 
and all other dates which accompany the codices listed in the inventory are not reliable; see 
MERCATI, Per la storia, 46 and 255. 

4 WILSON, The Madrid Scylitzes. 

5 MERCATI, Codices, 430. 

6 Mercati speaks of 2-3 scribes, while Wilson increases their number to 4-5 (WILSON, The 
Madrid Scylitzes, 212). Foti distinguished four scribes; FOTI, Scriptorium, 403, note 63. 
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The date of Vat. gr. 300 is controversial. Mercati placed its execution in the 
eleventh/twelfth century, Wilson and Canart in the second half of the twelfth century. 
Two kinds of hints point to an origin of the codex from South Italy: the marginal notes 
and the script itself. There are a few marginal notes, in which Philippos Xeros, a 
doctor from Reggio in Calabria,? speaks of himself in the first person and addresses 
his son. It is not certain whether these notes were autographs of Xeros, or they were 
copied from the model. Another note on fol. 248r, which alludes to the Salerno school 
of medicine, has been considered as a later addition.3 The fact that one of the scribes 
of Vat. gr. 300 exhibits a script which is very close to the so-called Reggio Scriptis of 
greater help.* The manuscripts written in this type of script are located in South 
Calabria and northeastern Sicily, especially in the area around Messina. To judge 
from the dated examples, the Reggio Script was in use from the beginning of the 
twelfth until the end of the thirteenth century. 

The various hands of Vat. gr. 300 were dated to the twelfth century. The dating of 
the Vaticanus proves, thus, that the Skylitzes Matritensis was also executed in the 
twelfth century. Wilson offered for the first time a safe indication for the origin of the 
codex from South Italy and a concrete chronological frame to place the execution of 
the manuscript. | 

Wilson related the Skylitzes Matritensis with the embassy of Henricus Aristippus 
to Constantinople, which took place between 1158 and 1160 A D. Aristippus brought 
on his way back Greek books as gifts for the Norman kings.° According to Wilson, a 
copy of the Chronicle of Skylitzes came in this way to Palermo, where the Skylitzes 
Matritensis was shortly after executed. The Skylitzes Matritensis is, thus, a copy from 
an illustrated Constantinopolitan Skylitzes, which was produced shortly after 1160 
A.D. in a scriptorium in Palermo. 

Cavallo tried to define more precisely the date of the execution of the 
manuscript. He used therefore the results of another study of Wilson, concerning the 
‘scholarly hands’, as Wilson named them." Cavallo compared this time the features of 
Scribe A of the Skylitzes Matritensis with the script of the Greek part of a bilingual 
document which was issued in 1142 A.D. from the Norman chancellery. He 





1 MERCATI, Codices, 430; WILSON, The Madrid Scylitzes, 212; CANART, Le livre grec, 
146. 

? Philippos Xeros is named in the note ‘Peyyivoc. 

3 CANART, Le livre grec, 146. 

^ On this script see CANART and LEROY, Reggio. Vat. gr. 300 is listed among the 
manuscripts whose script is similar to the ‘Reggio’ style; CANART and LEROY, Reggio, 258. 

5 WILSON, The Madrid Scylitzes, 217. We know that Aristippus came back from 
Constantinople with a copy of Ptolemy’s A/magest; see C.H. HASKINS, Studies in the History of 
Medieval Science, Cambridge 1924, 157ff. M.T. MANDALARI, Enrico Aristippo arcidiacono di 


Catania, Bolletino storico Catanese IV (1939), 87-123; E. FRANCESCHINI, Aristippo, Enrico, 
DBI 5 (1962), 201-206. 


6 CAVALLO, Scritture, 29-38, esp. 35-36. 


7 N.G. WILSON, Scholarly Hands of the Middle Byzantine Period, in: La Paléographie 
grecque et byzantine, ed. By J. Glénisson, Paris 1977, 221-239. 
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concluded that the two scribes belonged to the same ‘milieu scrittorio'.! Cavallo 
suggested, therefore, that the main scribe of the Skylitzes Matritensis spent a 
learning period in the Norman chancellery or he was even occupied there, when he 
copied the Skylitzes Matritensis. 

Re has convincingly demonstrated that we are not dealing with one and the same 
notary who wrote the Norman document and the Skylitzes codex.? The comparison 
between the two manuscripts justifies simply the well-known relationship between the 
script of the official and private documents and the script of the professional copyists, 
a relationship which existed in South Italy from the tenth to the thirteenth century.? It 
was a mutual influence which is still not sufficiently investigated and had lead to the 
redating of a series of South Italian codices which exhibit cursive elements.^ The 
assumption that the Skylitzes Matritensis was written in Palermo leads, as Re has 
shown, to discrepancies: to judge from the latest state of research, it was not usual 
that Greek books were copied in Palermo. In fact, there is not the slightest evidence 
that a production of Greek books took place in Palermo. The Normans possessed 
indeed a rich book collection consisting of ancient scientific and philosophical works. 
These books were translated into Latin, but they were never copied into Greek.9 It is 
characteristic that Devreesse did not mention in his index of the manuscripts of 
southern Italy and Sicily a scriptorium in Palermo.’ 

Re preferred an attribution of the Skylitzes Matritensis to Messina. The 
manuscript production of the Monastery San Salvatore in Messina is, contrary to that 
of Palermo, established. As the typicon informs us, the Monastery of San Salvatore 
possessed at the time of its foundation in 1131 A.D. numerous codices, among which 
historical works.95 From the fyp/con can also be inferred the existence of a 
scriptorium, the activity of which can be traced until the seventeenth century and 
which gives the impression of a well organised workshop.? 

The history of the codex, as far as it can be reconstructed, also points to Messina 
as place of origin of the Skylitzes Matritensis. The codex belonged in the thirteenth 
century, as is shown above, to the Monastery of San Salvatore in Messina. All the 


1 Patti, archivio Capitolare, Fondazione |, 164, olim 126. ed. G. SPATA, Diplomi greci 
siciliani inediti (ultima serie), Miscellanea di storia italiana, XII, Torino 1871, 30-39; S. CUSA, I 
diplomi gerci ed arabi di Sicilia pubblicati nel testo originale, tradotti ed illustrati, 1, 2, Palermo 
1868, 525-527. 

? RE, Soylitzes. 

3 CANART, Le livre grec, 118. 

4 Cavallo has also dated several manuscripts back to the twelfth century due to their 
resemblance with dated documents of the Norman chancellery; see CAVALLO, Scritture. 

5 RE, Scylitzes, 334-340. 

6 RE, Scylitzes, 335. 

7 DEVREESSE, Manuscrits. 

8 FOTI, Scriptorium, 391-391; on the typicon see G. COZZA LUZI, De typico sacro 
Messanensis Monasterii Archimandritalis, in: A. Mai, Nova Patrum Biblioteca, X, Rome 1905, 
117-127; M. ARRANZ, Le Typicon du monastere du Saint-Sauver à Messine (Codex 
Messinensis gr. 115, A.D. 1131) (Orientalia Christiana Analecta, 185), Rome 1969. 

9 FOTI, Scriptorium, esp. 391-392; see also KUSS, Süditalien, 74, 106. 
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marginal notes are in one or the other way related to Messina and indicate a religious 
environment, in which the codex was used. On fol. 173r, for instance, exists the 
following note: Iwavvn¢g iepouóvaxog Tfjg uovfg ro0 ayiou BapOoAopaíou rfc 
Tpiyóv(og). It was obviously written by a monk of the Monastery San Bartolomeo in 
Trigona, which was founded by St. Bartholomew in the beginning of the twelfth 
century.! The monastery belonged to the jurisdiction of Messina. 

Nothing in the manuscript indicates, that the milieu in which or for which it was 
produced, was a royal scriptorium. On the contrary, the latest palaeographical 
studies place the execution of the Skylitzes Matritensis in Messina, in the Monastery 
of San Salvatore. Foti compared the different scribes of Vat. gr. 300 with codices, 
which with certainty belonged to the Monastery of San Salvatore. She attributed fols. 
231r-261r of the Vaticanus to the scribe who wrote fols. 28r-151v of the codex Scor. 
T III 7. This manuscript has guard-leaves originating from the fondo of the monastery 
and bears the signature of Antonius of Messina, just like the Skylitzes Matritensis.? 
Moreover, Foti stated that fols. 262r-273v of Vat. gr. 300 were written by the same 
hand who wrote the codices Messan. gr. 69, Messan. gr. 137, Messan. gr. 140 and 
the guardian leave of codex Messan. gr. 111.3 An indication to the date of Vat. gr. 
300 is offered by a comparison between this hand of the Vaticanus to that of Messan. 
gr. 172, a codex dated by an inscription to the year 1179 A.D.4 Through these 
comparisons Foti came to the conclusion, that Vat. gr. 300 was an external 
commission to the Monastery of San Salvatore.» The monastery received probably 
commissions, a practice which is also known from other scriptoria.6 The inference is 
obvious: if Vat. gr. 300 was written in Messina, and this seems now irrefutable, then 
one must deduce that the Skylitzes Matritensis was also produced in the scriptorium 
of San Salvatore.’ 

Luca shared the opinion of Foti about the execution of the Matritensis in San 
Salvatore and even spoke of a script ‘tipo Scilitze’, which a series of codices coming 
from this monastery exhibits.8 Thus, while earlier the script of the codex was believed 
to be a single case, it can be now traced in several other manuscripts of the 
scriptorium of Messina, so that its attribution to this monastery is safe. The fact that 
the Skylitzes Matritensis bears the signature of Antonius of Messina and was 
therefore in Messina already in the thirteenth century, also strengthens this 
assumption and fills a gap in the history of the manuscript. 





! SCADUTO, Monachesimo, 179, 194 -195. 

? FOTI, Scriptorium, 404. Antonius of Messina signed here as Antonio Carissimo. 

3 FOTI, Scriptorium, 404-405. 

^ WILSON, The Madrid Scylitzes, 213. FOTI, Scriptorium, 404, note 67. 

5 FOTI, Scriptorium, 406. 

6 FOTI, Scriptorium, 391; see also G. CAVALLO, II libro come oggetto d'uso nel mondo 
bizantino, JOB 31, 2 (1981) (= XVI. Internationaler Byzantinistenkongress. Akten 1/2), 416. 


7” On the dependence of the dating of the Skylitzes Matritensis on Vat. gr. 300, see also 
LUCA, Rinascita, 36-63. 


8 LUCÀ, Rinascita, 41. 
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The problem of the date of the Skylitzes Matritensis is, however, not entirely solved. 
The dating proposals range from the first to the last quarter of the twelfth century. 
Moreover, the palaeographers are not unanimous whether the codex was produced 
for the monastery, or it was an external commission. Foti claimed that it was a royal 
commission to thẹ monastery, which took place in the seventies of the twelfth 
century, but the manuscript was not completed. Lucà dated the manuscript to the first 
half of the twelfth century.1 He also doubted, whether the codex was executed for the 
monastery and proposed as patrons either a person coming from the Norman court 
or a Greek patrician.? Only a thorough investigation of the illustrations and of the 
cultural and historical context in which they were produced, can help one to clarify 
this problem. 


THE INITIALS 


The form of the initials of the Skylitzes Matritensis confirms the origin of the codex 
from Sicily. The treatment of the initials in the codex is very diffused there. Apart from 
the first initial on fol. 9r, which is executed in the style of the title ornament, the initials 
consist mostly of simple lines, which are at times calligraphic. Their form is 
comparable to that of the twelfth-century Vat. gr. 2290.3 In the beginning of the 
codex, the initials are long and richer in style; they increasingly become smaller and 
simpler. There is no regularity either in style or in the arrangement of the initials. The 
form of M is characteristic; it appears only among the manuscripts of the Reggio 
Script‘ tis a Latin M, which covers in the Skylitzes codex the height of three lines. 


THE MARGINAL NOTES 


The Skylitzes Matritensis has numerous marginal notes, which are written in black or 
red ink. They can be attributed to different hands of the fifteenth century. They are 
written on the following folios: 


Fol. 9r: below the ctetoric inscription, a very illegible word is written. Pomar read 
Lacononica.? The letters o, n, o and i are retouched. 

Fol. 22r, right margin: Venixia. 

Fol. 32v, lower margin: £yrrpocOev eig $UAAo OYSONKOVTATTEVTE. HEXPI Kai TÉAoUG TOU 
BiBAiou. gita ápyxou £vreOOev. To the left of this entry, one founds the symbol for the 


! LUCÀ, Rinascita, 86. 

? LUCÀ, Rinascita, 36-58, 75. 

3 DEVREESSE, Manuscrits, 338, note 1, pl. 5. 
^ CANART and LEROY, Reggio, 255. 

5 POMAR, Scylitzes, 25, note 39. 
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sun (an allusion to an eclipse?). The meaning of this note is unknown, but it is not 
probable that it was an instruction for the illustrators.1 

Fol. 48v, lower, right corner: £k Te Twv. These are the first words of the next quire, 
quire 6. Below it, there is a note, which obviously addresses the scribe: é£vre£O0Oev 
TIO! £i; TO OT’ ËTTEITA ... 

Fol. 136r, upper, right corner: £urrpocO0ev QUAAO p. 

Fol. 150v, left margin: To rrapuv QiBAio Exwv OUAAG .... Further reading is impossible 
without ultra violet light. 

Fol. 158v, lower margin, in a Sicilian dialect of the fifteenth century: Reveredo in Xro. 
dne. reveredissime fazu via sapiri comu ssu santu et salvo p(er) la quali sanitati si 
Xu di audiri divni como reverdissi pat(ery meravig/umi di Ui? 

Fol. 168v: the following entry in the lower margin originates from the same hand: 
Presto et rechi pius frati ri fo... Both entries are written upside down. 

Fol. 173r, upper margin: lwavvng iepouóvaxog rfc povfjg Tou ayiou Bap8oAopaíou 
TAS Tplyovoc. 

Fol. 173r, lower margin: EuAoyn rj wuxrj pou. The entry, which is the beginning of a 
psalm, figures upside down; the first letter is calligraphic. 

Fol. 209r, upper margin: roixoc, and next to it: teixog. They are probably pen-trials. 
Fol. 214r, next to the miniature: u£oor|vn. 

Fol. 215r, upper, right corner: oi àogAdoi, and below it: ñ à6gAdrn. 

Fol. 223r, lower margin: Aun. 

Fol. 223v, left margin: Bprvóicíou. 


Pomar attributed some of the marginal notes to Konstantinos Laskaris.? It is known 
that Laskaris added marginalia and glosses to the manuscripts which he studied, 
even if they did not belong to him.? A comparison between his autographs in other 
manuscripts with the following notes confirms Pomar's attributions: 


Fol. 38r, right margin, in red ink: àyapnyvoi iorravoi oi rrepi rr]v Fpavartav. 

Fol. 41r: abbreviation on for anpeiwos, and the entry: mepi Eugnuiou mpodortou. 

Fol. 58v, lower, right corner: @jte! Tò B^ PUAAOV. The next folio is indeed missing. 

Fol. 71v, left margin: BagiAgiog uerà Mixar]A. 

Fol. 100v, left margin: GAwaig Xupakouciuv. 

Fol. 138, right margin: abbreviation, on and below it: TEP! Tfjg riuíag xeipog roO 
TIPOOPOLOU. 

Fol. 177v, lower, right corner: Agittel. The next folio is missing. 





' What the instructions to the illustrators looked like, one can only speculate. They were 
possibly placed in the upper or lower margins and then cut off. We do not know much about this 
practice in Byzantine manuscripts. A rare case, in which instructions to the illustrators are 
preserved, is offered by the Quedlinburger Itala. They were written in the space reserved for the 
miniatures and then covered by paint; they came into light after the damage of the miniatures. 
All these instructions are edited by I. Levin, The Quedlinburg Itala (Litterae textuales 1), Leiden 
1985; on the manuscript see SORRIES, Buchmalerei, 23-25, pls.1-2, with the earlier 
bibliography. 

2 POMAR, Scylitzes, 26, note 42. 

3 POMAR, Uceda, 248, note 1. 
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Fol. 195r: a passage, which was left out by the first scribe, is added next to the text: 6 
óloyévric EYKOATTIOV þépwv uáxaipa kai TaUTHV aidvióiug.1 

All these entries refer to the content of the folios in which they appear, or point to 
missing folios. To the notes attributed to Laskaris, one more may be added, i.e., the 
ctetoric inscription on fol. 9r. The script is identical to that of the entries mentioned 
above. Laskaris probably found the codex in the library of Messina, noted the missing 
folios, numbered the folios and added the ctetoric inscription. He also composed a 
summary of the Skylitzes codex, which is kept in the National Library of Madrid under 
the signature Matr. 4621.? 


There is also a series of marginal notes, which summarise the content of the text and 
begin with mepi, e.g., on fol. 140r. Most of them repeat words of the text and belong 
to the following groups: 

1. Names of persons (e.g., Nikndopos, Mavidkn¢), occasionally accompanied by their 
title (e.g., O€OKTIDTOS uáyioTpoc, MixanA GüyyeAoc). 

2. Names of ethnic groups (e.g., Tapotig, ToUpkor). 

3. Geographic names (e.g., Xàvóat, Moivikn, BeveBevddc, Aiuvn FaZoupod, TTOTALOG 


"EBpoc, Kaukácia ópn). 


4. Celestial phenomena (e.g., Koyntns, xücig áorépuv, EkAelwic) and natural 
phenomena (e.g. ávepoc, OEIOLÓŞ, xeipioov, Bpagpds kai KAÓóvog vfi, üeróc payóaioq 
kai xàAaca, OuBpos ayaBoc). 

5. Dates. 

6. Almost every patriarchal accession is marked with the word: tratpidpxnc. The 
letters of this word are sometimes spread out over three folios, e.g., on fols. 136v- 
137v, so that the reader is informed, that all these folios deal with a patriarch. 

7. Abbreviations on and wp. 


The script of these notes is very similar to that of Konstantinos Laskaris, although it 
gives the impression of being somewhat casual. It is not unthinkable that these notes 
were also written by Laskaris. He possibly used the codex during his teaching of the 
Basilian monks. The person who added these entries, demonstrates a scientific 
interest and the intension to use the information coming from the Chronicle. The note 
on fol. 130r, for instance, is remarkable. The text refers to an historical work of the 
protospatharios Manuel, who narrates in eight books the history of loannes 
Kourkouas.? The author of the note wrote in the margin: + hrei, which proves his 
interest for the history. 

A later hand has drawn on fol. 53v a head with a hat. Finally, there is a series of 
marginal notes, which read non (e.g., fol. 28v, 29r). They are scattered in the entire 
codex and do not seem to be related to any particular passage or miniature. Their 
meaning is unknown. 


1 THURN, Skylitzes, p. 366, 23. 
? On this codex see POMAR, Soylitzes, 43-45. 
3 THURN, Skylitzes, p. 230, 32. 


CHAPTER TWO 


THE CONTENT OF THE CHRONICLE AND THE TEXTUAL 
TRADITION 


THE AUTHOR AND HIS WORK 


We do not know much about the identity of the author.’ loannes Skylitzes was born 
shortly after 1040 and was, as he stated in the preface to his Chronicle, a 
contemporary of Michael Psellos (1018-1096/97).? Kedrenos informed us about the 
origin of Skylitzes; he calls him in the beginning of his Chronicle Opaknoatoc.3 
Skylitzes was, thus, a native of the theme of Thrakesion in Asia Minor. In the 
seventies of the eleventh century, Skylitzes held the position of protobestes or 
protobestarches. This is the title found in Kedrenos’ list of the informants: 6 5€ 
Trpuropeoriópioc Iwavvng ó OpaKknalos ró ¿Twvupov.* In the eighties of the eleventh 
century, Skylitzes was appointed magistros, and later proedros or protoproedros.5 

Skylitzes is most probably identical to Iwavvng rrpósgópog kai Spouyyadpios thc 
BiyAac, who is mentioned in a novel by Alexios | Komnenos from the year 1090. 
Skylitzes thus held during that time a high judicial office. In 1092, he is named 
kouropalates and droungarios tes biglas. This information is provided by an 
hypomnesis, which Skylitzes addressed in the beginning of 1092 to Alexios | 
Komnenos, as well as by patriarchal acts, which testify that he participated in a synod 
on 15 May 1092.8 The same offices appear in the title of the Synopsis Historion. It is 
assumed that Skylitzes died in the first decade of the twelfth century. 

The Synopsis Historion is dated to the decade of 1070. In ca. 1100, when 
Skylitzes abandoned his judicial position and lived as a private man, he wrote a 
continuation to his Chronicle, the so-called Continuatio." This work covers the years 
1057-1079. 





' W. SEIBT, Johannes Skylitzes. Zur Person des Chronisten, JÓB 25 (1976), 81-85; S. 
ANTOLJAK, Wer könnte eigentlich Johannes Skylitzes sein?, in: Actes du XIVe Congrés 
international des études byzantines, IIl (Bucarest 6-12 Sept. 1971), Bucharest 1976, 677-682. 

? THURN, Skylitzes, 3, 19. 

3 KEDRENOS, I 5, 4. 

^ KEDRENOS, I 5, 4; Thurn noted as variant: ópouyyápioc; THURN, Skylitzes, VII. 

5 SEIBT, Skylitzes, 5. 

6 SEIBT, Skylitzes, 81-82. 

7 This work is edited by E. TSOLAKES, H ouvéxeia rfjg Xpovoypaódíag tod lwavvou XkuAirZn 
(Eraipeia MakedSovikmv Xrrouóüyv. "Ipupa MeAeTÓV Xepoovrjcou roO Aipou, 106), Thessaloniki 
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The Chronicle of Skylitzes deals with the history of the Byzantine emperors from 811 
to 1057, that is, from the accession of Michael | Rangabe to the reign of Isaac 
Komnenos. The text begins with a preface which contains a criticism on the previous 
historians and explains the goal of his own history. The author certainly considered 
his work to be a continuation of the Chronicle of Theophanes the Confessor. The 
biographies of the rulers are presented in his chronicle in chronological order. 

The work of Skylitzes is a compilation. The sources which he used are only 
partially known.! Skylitzes does not appear to have relied on all the works listed in his 
preface.* And conversely, he does not mention some of the works on which he drew 
heavily. The work of loseph Genesios was used by Skylitzes as a source for the 
reign of Michael |, Leon V und partially Michael IIl. For the last years of the reign of 
Leon V until the fall of Romanos | Lekapenos, Skylitzes paraphrases Theophanes 
Continuatus. For the reign of Konstantinos VII Porphyrogennetos (from 944 on) he 
drew on unknown sources, which are negatively disposed towards this emperor. 
From a few passages concerning the history of this emperor, it can be inferred that 
Skylitzes was familiar with the work of Leon Diakonos. Skylitzes’ account for the 
years up to 948 is also based on a recension by Symeon Logothetes.? Kazdan has 
demonstrated that, for the years between 945-976, Skylitzes drew on two lost 
historical works, named by Kazdan Chronicle A and Chronicle B.4 The Chronicle A 
was positively disposed towards the Patriarch Polyeuktos and negatively towards the 
Emperors Konstantinos VII and Nikephoros Il Phokas. For the period from 976 on, 
Skylitzes also used the lost monograph of the bishop Theodoros of Sebasteia. For 
the period up to 1057, Skylitzes must have drawn on other sources; he obviously did 
not write as an eye-witness.? In his preface, Skylitzes mentions Michael Psellos, with 
whose treatment of the emperors, for instance, he agrees.9 Until now, though, it was 
not investigated in detail, whether Skylitzes depended on the Chronographia of 
Psellos. Shephard suggested recently that Skylitzes used a source related to 
Kekaumenos, likely an autobiography written overtly by him.’ There is no trace of a 


1968; see the review by P. SPECK, in EAAnvikd, 22 (1969), 474-481.On the question of the 
authorship of the Continuatio, see also THURN, Skylitzes, VII-X. 

1 HIRSCH, Studien; KRUMBACHER, Literatur, 138-140; MORAVCSIK, Byzantinoturcica, 
190-193; THURN, Skylitzes, VIII-XI; TINNENFELD, Kaiserkritik, 119-121. 

? The historians listed in the preface are: Georgios Monachos, Theophanes the Confessor, 
Sikeliotes, Michael Psellos, Theodoros Daphnopates, Nicetas the Paphlagon, loseph Genesios, 
Manuel, Nikephoros Diakonos, Leon the Asian, Theodoros of Side, Theodoros of Sebasteia, 
Demetrios of Kyzikos and loannes Lydos. 

3 W.T. TREADGOLD, The Chronological Accuracy of the Chronicle of Symeon the 
Logothete for the Years 813-845, DOP 33 (1979), 159-197; R.J.H. JENKINS, The Chronological 
Accuracy of the 'Logothete' for the Years 867-913, DOP 19 (1965), 89-112. 

^ A.P. KAZDAN, Iz istorii vizantijskoj chronografii X v.: 2, VV 20 (1961), 106-128. 

5 TINNENFELD, Kaiserkritik, 120. 

6 |t is not certain, whether he refers to Psellos’ Epitome or to his Chronograpia. 

7 J. SHEPHARD, A Suspected Source of Scylitzes’ Synopsis Historiorr. the great Catacalon 
Cecaumenus, BMGS 16 (1992) 171-181. 
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connection between the Synopsis and the work of Michael Attaleiates.! Since for the 
period up to 1057, that is for more than a century, the sources of Skylitzes are lost, 
his work is of great significance; it remains the principal source about the history of 
the Macedonian dynasty. 

Early enough, interpolations found their way into the text of Skylitzes. Among 
them, a great number of interpolations concerns the Bulgarian history; they are 
attributed to Michael of Diabolis and are of great historical importance. The series of 
poems in honour of various emperors are also believed to be interpolations. 

With regard to the style of the narrative, the expectations raised by the author in 
his prefaced are not entirely fulfilled in the Chronicle. Skylitzes paraphrased long 
passages from one and the same source. He only occasionally supplied personal 
information.2 The work of Skylitzes is therefore not homogeneous. He keeps the 
discordances of these sources and follows them closely. One cannot speak of a 
grammar of Skylitzes. 

The Chronicle of Skylitzes was in turn used by several Byzantine historio- 
graphers. Kedrenos should be mentioned in the first place; he almost literally copied 
the Chronicle of Skylitzes and incorporated it in his own work. Nikephoros Bryennios, 
Ephraim, Theodoros Gazes, Michael Glykas, loel, Konstantinos Manasses, and 
loannes Zonaras also used Skylitzes’ work, either directly or indirectly. 


THE TEXTUAL TRADITION 


The Chronicle of Skylitzes is preserved in more than twenty manuscripts, a fact which 
indicates that the text was widely circulated. The manuscripts date from the twelfth 
to the sixteenth century.4 A few of them also include the Continuatio. Among these 





1 On the contrary, the Continuatio depended partially on Attaleiates’ text: see TINNENFELD, 
Kaiserkritik, 120, and TSOLAKES, Continuatio. 

2 See on this, POLEMIS, Skylitzes. 

3 See the thorough studies by C. DE BOOR, Zu Johannes Skylitzes, BZ 13 (1904), 356-369, 
and idem, Weiteres zur Chronik des Skylitzes, BZ 14 (1905), 409-467; on the manuscript 
tradition, see also THURN, Skylitzes, XX-XXVII, and the following reviews: W. HORANDNER, 
Gnomon 48 (1976), 611-612; N. OIKONOMIDES, BZ 69 (1976), 69-71; J. KODER, JÓB 25 
(1976), 310-311; TINNEFELD, BuZavriva, 8 (1976). 

4 THURN, Skylitzes, XX-XXVIII, established following groups: 

Group A: A = Vind. Hist. gr. 35, fols. 9r-198v: Skylitzes with the Continuatio (first half of the 
twelfth century). C = Paris, Bibl. Nat. Coislin 136, fols. 1r-167r: Skylitzes (twelfth century). E = 
Scorialensis T Ill 9, fols. 1r-267v: Skylitzes (dated by Thurn to the fourteenth century; WILSON, 
Scholarly Hands, 238, dated the codex to the twelfth century). 

Group B: V - Vat. gr. 161, fols. 1-8. 347, 354-425: Skylitzes with the Continuatio (thirteenth 
century); the Latin translation of the text by Gabius, which appeared in Venice in 1590, is based 
on this codex. B = Ambrosianus C 279, fols. 381-576: Skylitzes with the Continuatio (fourteenth 
century; O = Achridensis 79: Skylitzes with the Continuatio (beginning of the thirteenth 
century); see J.-M.OLIVIER, Le 'Skylitzés' d'Ochrid retrouvé, BZ 89 (1996), 417-419. 
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manuscripts, the Skylitzes Matritensis occupies a significant position, thanks to its 
illustrations and the appearance of eleven poems. 

The Matritensis forms a group together with the Skylitzes of Naples, codex 
Neapolitanus Ill. B. 24. These two manuscripts are considered to be twin 
manuscripts, because they share the same peculiarities and the same errors; they 
were obviously copied from the same archetype. 

A series of copies derives from the Skylitzes Matritensis.! The codex occupies, 
thus, an important place within the manuscript tradition. The copies of the Matritensis 
have frequently taken over the captions to the miniatures and used them as chapter 
titles. Among these copies, one should pay attention to the codex Ottobonianus 340, 
which was written in Messina by the monk loachim of Itala. It is variously dated to the 
year 1526 ? or 1534.3 This codex supplies an additional proof, that the Skylitzes 
Matritensis remained in Messina until at least 1526. 

Another important codex, which, however, is not a copy of the Skylitzes 
Matritensis, is the Matritensis 4621 from the fifteenth century; it was written by 
Konstantinos Laskaris.^ On fols. 177-186, a very brief summary of the Chronicle of 
Skylitzes is included. The text begins with the reign of Theophilos and reaches up to 
the reign of Konstantinos IX. This manuscript was also written in Messina and 
proves, that Laskaris studied the Skylitzes Matritensis during his stay there. 


THE POEMS 


In the margins of the codex, eleven poems in honor of various emperors are written. 
They were thoroughly studied by Sevéenko.5 The first four poems are composed in 
political fifteen-syllable verses, the remainder in dodecasyllable. These poems were 


Group C: to this group belong: the Skylitzes Matritensis (M); N = Neapolitanus lll. B. 24: 
Skylitzes (dated by Thurn to the fourteenth century; Wilson dated this codex to the twelfth 
century: WILSON, Scholarly Hands, 238); U = Vind. Hist. gr. 74: Skylitzes with the Continuatio 
(dated by Thurn to the first half of the fourteenth century; WILSON, Scholarly Hands, 234, dated 
it to the twelfth century). The Kedrenos manuscripts which follow this particular text version also 
belong to this group. O. Mazal found a fourteenth-century fragment containing passages of the 
Chronicle of Skylitzes: O. MAZAL, Eine neue Handschrift der 'Synopsis Historiarum' des 
loannes Skylitzes, in: Byzantion. Festschrift für H. Hunger, Vienna 1984, 233-240. This 
fragment consists of eight paper leaves and has the signature Vind. suppl. gr. 192. 

! Ambrosianus C 247, fols. 1-232 (fifteenth century); Berolinensis 234, fols. 2-262 (sixteenth 
century); Marcianus 91,7, fols. 1-313 (sixteenth century); Matritensis 4594, fols. 1-129 (fifteenth 
century); Ottobonianus 340, fols. 1-287 (sixteenth century); Ottobonianus 361, fols. 1-262 
(fifteenth century); codex E Ill 18 in the Öffentliche Bibliothek of the University of Basel 
(sixteenth century). 

2 THURN, Skylitzes, XXV. 

3 DEVREESSE, Manuscrits, 43; see also MERCATI, Per la storia, 178, note 1. 

4 POMAR, Soylitzes, 43-45; /dern, Uceda, 239-240. 

5 SEVCENKO, Poems. 
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written on the margins after the execution of the illustrations; they are placed in the 
available space next to them. They can be seen on the following folios: 


Fol. 116v: Three anonymous poems on the death of Leon VI. They are written in 
catena form around the text and the miniatures. They are titled as follows: 

1. Eig A€ovta tov Baca. 

2. Tivag Aóyoug eime Aéwv ó BjagiA£Uc TEAEUTÜV.? 

3. AAdaBntos eic A€ovta tov BaciAéa.3 

The death of Leon VI is recounted and illustrated on the same folio (Fig. 269). 


Fol. 139r: A poem by Symeon (Metaphrastes) on Konstantinos VII. It is written in the 
upper margin, to the right of the text column.^ It bears the title: 2Upewv rrarpikiou Kai 
Gonkpirc, tod vuvi jpgayíorpou Kai OorpaririKo0, tig Kwvotavtivov§ tov 
Nopdupoyevvntov BaciA£a. The text and the miniature of this folio deal with the death 
of Konstantinos VII Porphyrogennetos (Fig. 336). 


Fol. 157r: Five poems on the Empress Theophano, Nikephoros Phokas and loannes 
Tzimiskes: 

1. Anonymous poem, written to the left of the upper miniature, in which Theophano is 
depicted while descending a basket to loannes Tzimiskes (Fig. 395). It is titled: Xríxoi 
TIPOS aurrv rv Oeodavw.> 

2. A poem by loannes Geometres, written to the right of the above mentioned 
miniature with Theophano. It bears the title: Errrüppia eig Tov BaciAéa Niknddpov.® 
The poem refers to the assassination of Nikephoros Phokas, which is accounted on 
the same folio and is accompanied by the lower miniature on this folio (Fig. 396). 

3. An untitled, anonymous poem, which remains unpublished. It is found to the right 
of the lower miniature. 

4. An anonymous poem which bears the title: ErrrrüuBra. It is written under the poem 
no. 3 and remains unpublished. 


5. An anonymous poem which bears the title: "Er£poi. It is placed under the poem no. 
4 and also remains unpublished. 


Fol. 159r: An anonymous poem, written to the right of the lower miniature of this folio, 
which depicts the coronation of loannes Tzimiskes (Fig. 402). It bears the title: 2ríixoi 
Eig TOV BaciAéa Iwavvnv Tov TZipioKnv.7 





1 SEVCENKO, Poems, 194-195. 
? SEVCENKO, Poems, 196-198. 
3 SEVCENKO, Poems, 201-205. 


^ SEVCENKO, Poems, 210-214. A. Kambylis, Zum Gedicht auf den Tod des Kaisers 
Konstantin VII. Porphyrogennetos im Scylitzes Matritensis, BZ 72 (1979), 297-305. 

5 SEVCENKO, Poems, 189. 

$ Published by S.G. MERCATI, Note d' epigrafia bizantina, 10: Epigramma di Giovanni 
Geometra sulla tomba di Niceforo Foca, Bessarione 37 (1921), 158-162; see also SEVCENKO, 
Poems, 189, note 11, with additional bibliography. 

7 SEVCENKO, Poems, 190. 
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Fol. 182v: An anonymous poem, titled: Xríxo! £ig rrjv rEAeuTr]v MPwWKa roO Bápóa.' It is 
found in the left margin, next to the miniature which depicts the death of Bardas 
Phokas (Fig. 456). 


Among the codices which preserve the Chronicle of Skylitzes, the Skylitzes 
Matritensis is the only one which includes eleven poems. Only four of the copies 
made from the Matritensis include poems, but only a few.? The second poem of fol. 
157r forms a part of an interpolation,? which consists of a passage concerning the 
funeral of Nikephoros Il Phokas and a long epitaph. This epitaph is the poem on fol. 
157r, mentioned above. From the manuscripts which preserve the Chronicle of 
Skylitzes and are not direct or indirect copies of the Skylitzes Matritensis, the codices 
Vind. hist. gr. 35 and Coislin 136 contain the whole interpolation. Scor. T Ill 9 and 
Ambr. C 279 do not include the epitaph, while the Skylitzes Matritensis includes only 
the epitaph. In the Scorialensis and the Matritensis, this interpolation is found in the 
margins, which is the original form. Thurn claimed that the additions were initially 
entered in the margins and that they found their way into the Chronicle of Skylitzes in 
this place. 

Sevéenko dated the poems to the tenth century. He claimed that most of them 
were written in Constantinople and were funerary epigrams.* This can be confirmed 
by two codices, which offer additional information regarding the above mentioned 
epitaph: Codex Ottob. gr. 309 includes the following remark after the epitaph: Taóra 
Ta ypáupara eüpiakovrai Ev TAH gop® roO aoióipou BaciAécG kupoO Nikndopou roO 
Pwk v rfj yovA rfjg ravayíag pou rfjg kaAoupévng TrepiBAETITOU, TavOv õè 
Ti£pikparoOv aürrv oi Appévioi, kai kaAeira! Trap’ aurüv ZouAOUVa povagrrpi. 
‘Iwavvou unrporroAirou. Similarly, codex Reg. gr. 166 adds: oUroi oi iapBikoi oTixol 
c£UpéOncav év TH Aápvaki roO. Nikndopou gaciMéng TOO Pwkã, öç tán v TH 
TIEpIBAETITW povfj rfjg rravayíag, rj kaAeirai TavGv LovuAoUva pgovaorüpi Ó TO vOv 
Apueviwv yévoc oipor oiko0c! karà Ogo0 Trapaxwpndiv.° 

The interpolator obviously possessed a collection of funerary epitaphs and 
epigrams, from which he selected a few poems in order to enrich the text of 
Skylitzes. That the poems cannot have been inspired by the Chronicle of Skylitzes 
itself, can de inferred by the fact that there are discrepancies between the contents of 
the poems and that of the Chronicle. The poem on fol. 182v, for instance, cannot 
refer to the famous Bardas Phokas who is mentioned in the Chronicle. The hero of 
the poem is an unknown person and it seems that the interpolator erroneously 
inserted this poem onto the margin and connected it with the respective passage of 


1 SEVCENKO, Poems, 191. 

? Ambrosianus C 247, Berol. gr. 234, Marc. gr. 605 and Ottob. gr. 361. In the Ambrosianus, 
the second poem on fol. 157r is attributed to loannes of Melitene. On the authorship of this 
poem, see SEVCENKO, Poems, 189, note 11, and 223. 

3 THURN, Skylitzes, 281, 51 - 283, 91. 

4 SEVCENKO, Poems, 192. 

5 On these interpolations see THURN, Skylitzes, 282, critical apparatus. 

6 See on this SEVCENKO, Poems, 189, note 11, and 223. 
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the Chronicle. The poems, moreover, praise emperors whom Skylitzes criticised in 
his Chronicle. 

The poems may have been copied from the model of Skylitzes Matritensis, or 
introduced by Scribe B. An objection to the first assumption is the fact that the twin 
manuscript of the Matritensis, the Skylitzes Neapolitanus, does not include poems at 
all. Since the two codices may derive from the same model, it is tempting to assume 
that the eleven poems were independently introduced into the margins of the 
Matritensis. On the other hand, several other Skylitzes manuscripts, which are not 
apographa of the Matritensis, do include at least a few of these poems; one may, 
therefore, also suggest, that this interpolation took place before the Skylitzes 
Matritensis was written. 


CHAPTER THREE 


THE ILLUSTRATIONS OF THE MATRITENSIS 


THE DECORATION SYSTEM 


The basic principle which governs the decoration system of the Skylitzes Matritensis 
is the placing of the miniatures within the text. The text is written in one column and is 
interrupted by illustrations forming friezes. The ‘physical’ relationship between text 
and image is therefore very close;! in this system of illustration, a miniature follows or 
precedes the relevant text and is closely associated with it. In this way, the 
miniatures directly visualise the passage which they illustrate. This system of 
illustration has a long tradition.? In early Byzantine book illumination, one finds 
frameless miniatures in frieze form, e.g., in the Dioskurides manuscript in Vienna 
(Vind. med. gr. 1, dated 512), combined with other forms of illustration, like full-page 
miniatures. Most of the illustrated manuscripts which exhibit this system of 
illustration belong to the eleventh and twelfth centuries. The illustrations of the 
Oppian's Cynegetica in the Biblioteca Marciana (Marc. gr. Z 479, middle of the 
eleventh century)^ and the Tetraevangelia in Florence (Laur. Plut. VI. 23)? and Paris 
(Par. gr. 74)6 from the second half of the eleventh century, e.g., are arranged in a 
similar manner to that of the Skylitzes Matritensis. 

In the middle-byzantine period, this type of layout is not associated with specific 
book categories. Frameless miniature friezes appear in secular as well as in religious 


1 See on this in general WEITZMANN, Illustration, 47-130. 

? |t originates from the rotulus. The codex form, on the other hand, offered the possibility to 
separate the miniature from its corresponding text by using a frame or by shifting the illustration 
and placing it opposite to the text, as a separate unit, a practice whish has been considered 
revolutionary; see WEITZMANN, Illustration; GEYER, Genese, 29-104. 

3 See the facsimile edition, H. GERSTINGER, Dioscurides, Codex Vindobonensis med. gr. 
1 der Osterreichischen Nationalbibliothek (Codices selecti phototypice impressi, Facs. vol. XII, 
comment. vol. XII*), Graz 1970; SORRIES, Buchmalerei, 116-119, with the earlier bibliography. 

^ Z. KÁDÁR, Die kontinuierende Erzáhlungsweise in den Tierszenen der illustrierten 
Handschrift von Oppian's Kynegetika in Venedig, Beitráge zur Alten Geschichte und deren 
Nachleben. Festschrift für Franz Altheim zum 0.10.1968, II, Berlin 1970, 222-232; |. 
SPATHARAKIS, The Working Methods of the Artist of Ps.-Oppian's Cynegetica, in: 
SPATHARAKIS, Studies, 168-192. 

5 T. VELMANS, Le Tétraévangile de la Laurentienne, Florence, Laur. VI. 23, Paris 1971. 

6 OMONT, Évangiles; S. DUFRENNE, Deux chefs-d'oeuvre de la miniature du Xle siécle, 
DOP 17 (1967), 177-191; J.-G. VIOLETTE, Étude des miniatures du manuscrit grec 74, (Paris, 
Bibliothéque Nationale), Paris 1976. 
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manuscripts; the secular examples prevail. One presumes that the miniatures in this 
kind of layout illustrate the text closely, commend it or even interpret it. 

With regard to the illustration of chronicles with narrative illustration in Byzantium, 
one cannot form a clear picture about the type of illustration which was favoured, 
since the Skylitzes Matritensis is the only preserved example of this kind.’ One can, 
however, draw conclusions on this matter by studying illustrated chronicles which are 
preserved in translated versions, e.g., the Bulgarian codex of Konstantinos 
Manasses (Vat. slav. 2, fourteenth century)? and the Russian Georgios Monachos or 
Hamartolos (Lenin Library, Theological Academy, ms. no. 100, fourteenth century).? 
Both of them are believed to be copies of Byzantine models. Apart from these 
manuscripts, one should consider a few late antique fragments which contain 
historical works. 

In the Berlin Museum, a parchment leaf of a World Chronicle from the fourth 
century is preserved (Papyrus collection, no 13296).4 The text is written in three 
columns, which are interrupted by frameless pictures of the kind of the rotulus 
illustration. The pictures consist of colour drawings, reduced to their basic elements. 
This leaf can be compared to the papyrus codex in the Puškin Museum (State 
Museum of Fine Arts, Moscow, Inv. no. 310, fifth century), which contains fragments 
of the Alexandrian World Chronicle.5 The text is written in two columns and is 
interrupted by frameless pictures. The so-called Barbarus Scaligeri (Cod. Par. lat. 
4884, sixth or seventh century), which contains fragments of a Latin translation of 
the Alexandrian World Chronicle, does not have any illustrations, since the planned 
miniatures were not executed. The space reserved for the illustrations, which 
sporadically preserved the captions to the miniatures, reveal, however, the same 
predilection for miniatures in zones, mostly arranged in the lower part of the 


' The illustrated chronicle of loannes Zonaras in Modena, Biblioteca Estense, Mutitensis gr. 
122, exhibits busts of the Roman and Byzantine emperors on the margins; see SPATHARAKIS, 
Portrait, 172-183, with a dating of the manuscript to the fifteenth century; O. GRATZIOU, 
Maprupieg yia rouc xprjare; rou Zwvapa rnc Modevac, AeAriov TNS Xpicriavikrig ApxaioAoyikr]c 
Eraip£íac, vol. 19 (1996-1997), Athens 1997, 39-62, with a dating of the illustrations to the 
sixteenth century. 

2 A. HEISENBERG, Über den Ursprung der illustrierten Chronik des Konstantinos 
Manasses, Münchener Jahrbuch der bildenden Kunst, N.F. 5 (1928), 81-100; DUJCEV, 
Manasses-Chronik; VELMANS, Manasses. 

3 D. AINALOV, Letopicj Georgija Amartola, Actes du lle Congrés International des Études 
Byzantines, Bucharest 1929, 127-135; O.I. PODOBEDOVA, Otrazenie vizantijskich 
iljustrirovannych chronik v tverskom (troickom) spiske chroniki Georgija Amartola, Actes du 
XIVe Congrès International des Etudes Byzantines, Bucharest 1974, vol. 1, 373-390. 

^ H. LIETZMANN, Ein Blatt aus einer antiken Weltchronik. Quantulacumque. Studies 
presented to Kirsopp Lake, London 1937, 339-348; K. WEITZMANN, Ancient Book Illumination, 
Cambridge, Mass. 1959, 131-32. | 

> A. BAUER and J. STRZYGOWSKI, Eine Alexandrinische Weltchronik (Denkschriften der 


K. Akademie d. Wissenschaften, Phil.-hist.Kl., vol. Ll, Abh. 2) Vienna 1906; SORRIES, 
Buchmalerei, 81-86. 


€ BAUER-STRZYGOWSKI, Weltchronik, 132ff. 
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fragments. It seems, thus, that the late antique chronicle illustration was relatively 
uniform. 

The medieval chronicle illustration is, however, not uniform. In the Russian 
Hamartolos chronicle, the arrangement of the text in two columns recalls the late 
antique practice, but the miniatures, which are also inserted in the text columns, are 
framed. The illustrations of the Bulgarian Manasses chronicle are mostly painted in 
the text column, but a series of full-page miniatures, containing up to three zones, 
has been added. Whenever the miniatures interrupt the text, they either follow a 
passage or they are placed at the end of the relevant chapter. In the Manasses 
codex, one finds a succession of miniatures without text between them, just as in the 
okylitzes Matritensis. To which extent the Manasses and the Hamartolos chronicles 
have taken over the system of illustration of their Byzantine models, can not be 
ascertained. 

The Skylitzes Matritensis distinguishes itself from all the above mentioned 
historical manuscripts, in that its illustration system remains constant throughout the 
entire codex, regardless of the different style of the miniatures. One may ascribe this 
homogeneity to the model, which must have been carefully planned and which 
closely followed the tradition of late antique book illumination. 


THE ARRANGEMENT OF THE ILLUSTRATIONS 


The sequence of text and image in the Skylitzes Matritensis is not regular. The 
position of each miniature and their number on each page vary. A page can contain 
up to three miniature zones, which in turn consist of up to four scenes. The 
miniatures are placed either between two passages, or above or below a passage, 
as a result of which a page may begin or end with a miniature. The miniatures are 
occasionally associated with only two lines of text. Twenty-five folios have no 
miniatures. | 

The miniatures are not framed except for the first miniature on fol. 80r? (Fig. 194). 
The height of the miniatures varies from 5 to 10 cm. The illustrations occasionally 
cover a part of the margin (e.g., fols. 12r, 179r, 128r). In a few cases, only the right or 
the left half of the space reserved for a miniature is painted, while the other half is left 


1 Velmans observed that most of the full-page miniatures illustrate interpolations of the 
Bulgarian translator. Therefore, she doubted their existence in the model. She added that 
possibly more than one model were used, and that one may suggest that the illustrators made 
changes, as a result of which the form of the Byzantine model cannot be established; see 
VELMANS, Manasses, 178-182. 

? The two quires of Scribe B, in which the miniatures were not executed, were not counted 
here. In five folios of these quires no blank spaces for miniatures were reserved. 

3 Why this miniature, which is the first one of quire no. 10, was the only one framed, is 
unknown. Sevéenco assumed that the illustrator wanted to begin his work with an innovation, 
which was abandoned after the very first try; see SEVCENKO, Skylitzes, 128. 
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blank (e.g., fol. 127r). It is not clear whether an additional scene was planned here. 
The execution of the miniatures reveals a relative freedom of movement: the 
illustrators exploited the available space individually. The illustrations sporadically 
extend to the upper or lower edge of a folio. 

Two consecutive miniatures, without being separated by text, Only appear on fols. 
11r and 196v (Figs. 4, 469). The first miniature in each case illustrates the preceding 
text and the second one the text which follows it. The immediate succession of two 
miniatures could possibly mean that the scribe had forgotten to leave space for a 
miniature in the right place. He immediately corrected his mistake by leaving a larger 
Space, in which two miniatures could fit. This implies, that the scribe was copying 
from an illustrated model. It is, however, not unthinkable, that in these cases we deal 
with miniatures consisting of several scenes, which are arranged in two zones 
instead of being arranged in one zone, in linear order. An additional indication to this 
assumption is the fact that the space which the two friezes occupy, does not exceed 
the maximal height of a single miniature. Both suggestions seem probable. 

Two consecutive miniatures are occasionally separated by the changing of the 
folio (fols. 13v-14r, 21r-21v, 26r-26v, 60v-61r and 66v-67r). During the execution of 
these miniatures, their order of sequence was at times reversed. One can also 
observe discrepancies between the content of these miniatures and the text of the 
Chronicle. 

The distribution of the scenes in a miniature is not constant. The predilection of 
one-scene miniatures prevails. Out of 574 miniatures, 426 consist of only one 
scene,128 contain two scenes,18 miniatures depict three scenes and only two 
miniatures show four scenes. In the one-scene miniatures, the way of rendering a 
text varies between a reduced manner, e.g., fols. 17v bottom, 48r, 126r middle, 131r 
bottom, 139r bottom, 144r top, 157v bottom, 164v and 215r (Figs. 24, 110, 294, 314, 
353, 398, 415, 509) and a very elaborate and occasionally monumental way, e.g., 
fols. 10v, 25r, 43r bottom, 102r top, 121r, 145r top (Figs. 3, 46, 47, 95, 229, 280, 
357). Several one-scene miniatures extend to the lateral or to the upper and lower 
margins, e.g., fols. 26v top, 102r top, 105v top, 108r, 127r top, 206v, 212v (Figs. 50, 
229, 237, 244, 298, 489, 490, 502, 903). In several other cases the illustration is 
concentrated in the middle of a miniature, e.g., fol. 131r bottom (Fig. 314). The 
western miniatures in general are richer in figures and reveal more complex 
buildings. The difference in the degree of narration is, however, not connected to 
certain illuminators; an illuminator may exhibit reduced and simple compositions as 
well as elaborate ones.! This becomes more apparent when one examines 
miniatures which consist of more that one scene; both kinds of compositions appear 
here side by side in one miniature. 

A large number of one-scene miniatures was initially planned as two-scenes 
miniatures, but they were not completed. In these cases, the illustration is restricted 
to the left or to the right half of the miniature, while the other half is left blank, e.g., 


ee i 


1 Compare for example f. 144r top, to f. 145r, f. 130r to f. 131r bottom, or f. 157v bottom, to 
f. 158r. 
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fols. 127r bottom, 128r, 143v, 152r (Figs. 299, 302, 303, 352, 384). The illustrators 
have sometimes filled the empty space with figures, e.g., on fol. 111r (Fig. 253). Why 
these scenes were not executed is not clear. 

The fact that the way of illustration, the rhythm of the sequence of the scenes and 
the degree of the use of narrative elements vary, gives the impression of an unstable 
flow of illustrated events. The pictorial narrative has an irregular rhythm, which is at 
times fast and at times slow, and is occasionally interrupted by scenes with few 
narrative elements. 

Whenever two or more scenes are shown in one miniature, the scenes are not 
separated by frames. The architectural elements frequently form a natural frame to 
the scenes, mainly in the western part of the manuscript, e.g., fols. 129r bottom, 131r 
bottom,. 138v bottom, 218r (Figs. 307, 335, 516). The formal relationship of the 
scenes to each other and their arrangement within a miniature takes the following 
forms: 


1. Linear arrangement: The scenes are arranged one next to the other. They usually 
read from left to right (e.g., fols. 41r top, 198v; Figs. 88, 472), but occasionally in the 
opposite direction, e.g., fols. 28v bottom, and 177v (Figs. 55, 446). This occurs in 
both miniature groups, regardless of their style. The opposite direction of the scenes 
is rare in Byzantine art, but not unknown. It appears, for instance, in the illustrated 
Homilies of St. Gregory of Nazianzus, codex Par. gr. 510, from the ninth century;,! in 
the fourteenth-century Greek Alexander Romance in Venice, Hellenic Institute, 
Codex gr. 5,? and also in the illustrated Manasses Chronicle, Vat. slav. 2.3 


2. Antithetical arrangement: Two scenes form one composition, but are separated by 
the antithetical stance of the figures in the middle of the miniature, e.g., fol. 28v top 
(Fig. 54). The two scenes may also appear at the ends of a miniature, forming two 
separate compositions, e.g., fol. 178v (Fig. 449). This method is frequently employed 
in the illustrations showing an exchange of embassies. Occasionally, a figure is 
depicted between the two scenes, e.g., fols. 75v, 224r, 226r bottom (Figs. 184, 530, 
936). This connecting element at the same time indicates the direction of the 
chronological sequence of the story. 


3. Cyclic arrangement: Two miniatures from the life of Basileios |, on fols. 85v and 
96r, consist of three scenes, which are placed as follows: the first scene is found in 
the left half of the miniature, the second scene occupies the upper register of the 
right half of the miniature, and the third scene is placed above the second one. Thus, 





' On the manuscript, see DER NERSESSIAN, Par. gr. 510; BRUBAKER, Vision and 
Meaning; on the date, see |. SPATHARAKIS, A Note on the Imperial Portraits and the Date of 
the Par. Gr. 510, JÓB 39 (1989), 89-93 (reprinted in: SPATHARAKIS, Studies, 13-17). 

? See the facsimile edition, The Greek Alexander Romance, Venice Hellenic Institute Codex 
Gr. 5, Athens 1997, with an introduction by N.S. Trahoulia. 

3 The miniatures on fols. 2r, 19v, 66v, 75v, 82v, 90v and 122r are to be read from right to left 
(DUJCEV, Manasses-Chronik, figs. 3, 10, 21, 23, 26, 32, 42). DUJCEV, Manasses-Chronik, 
131, claimed that the reverse direction of the miniatures was employed in order to break the 
monotony. 
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the eye makes a circular movement to view the scenes in the correct order (Figs. 
208, 209). 

4. Complicated arrangement: The scenes of the miniature on f. 37r and of the lower 
miniature of fol. 80v are arranged as follows (Figs. 77, 197): on f. 37r, the first scene 
is depicted on the left, the second one on the right, and the third scene is placed at 
the centre. In the lower miniature of fol. 80v, the narrative begins at the centre of the 
miniature, the second scene follows on the right, and the last event is depicted on the 
left side of the miniature. 


Most of the scenes within a miniature appear as closed units, without being 
connected to each other. The action is thus divided into single, isolated scenes, 
which are arranged in one of the methods described above. There are, however, a 
few cases, in which the isolation of the scenes is abandoned, and one can observe 
an attempt to connect the scenes to each other. The principle device used to achieve 
this, is the movement of the figures. For example, a group of figures is placed 
between two scenes, in such a way, that the figures look in different directions or a 
few figures of a scene extend their hands in the direction of the other scene. In this 
way, they give the impression that they participate in both scenes. This type of 
picturing the text, in which events in different places and different times are united in 
one image, is employed by both groups of illustrators.! In the Byzantine miniatures, 
the secondary figures are generally more active and seem to analyse or comment on 
a Situation, e.g., fol. 13r (Figs. 9, 10); on the other hand, the figures in the western 
group of illustrations do not take part in the action, but function as silent viewers, who 
rarely make a gesture or point at the event of the neighbouring scene, e.g., fol. 112r 
(Figs. 255, 256). 

Apart from the modes of narration mentioned so far, there are more types of 
picturing a text and rendering concepts like place and time. A few miniatures 
combine the features of these methods and can be interpreted differently. The 
miniature on fol. 106v, for instance, illustrates an event which could be summarized 
under the title: translation of relics (Fig. 240). It consists of three scenes, which are 
united in one picture: on the right, the removal of the relics from the monastery 
Philippikon in Chrysopolis is depicted; at the centre, the translation of the relics to 
Constantinople follows; on the left, finally, the relics are deposed in the Church of the 
Holy Apostles. The episode is depicted here in the Stages of its development, but the 
onlooker has the impression that time and place are negated. Another miniature, on 
fol. 98v, shows five scenes: on the left hand side, a general orders the torment of the 
enemy. This scene is followed by four different kinds of torture, which are arranged in 
a linear order. The four scenes do not, however, denote a chronological sequence, 
but four variants of one action, the torment (Fig. 220). 

Most of the miniatures of the Skylitzes Matritensis can be classified under one of 
the methods of illustration mentioned above. The linear and the antithetical 
arrangement are the most fashionable and prevail in the manuscript. The system of 





! See, e.g., fols. 11r bottom, 28v top, 47r, 80v bottom, 103v bottom, 117r, 144v bottom, 217r 
bottom, 219r bottom. 
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illustration remains constant throughout the entire codex. The fact that it is applied 
here by Byzantine as well as by western illustrators with a different artistic 
background, may be used as evidence that they both used the same model. This and 
other indications imply that the Skylitzes Matritensis is a copy and not an ad hoc 
production. 


THE METHODS OF DIVIDING THE TEXT 


The Synopsis Historion in the manuscript of the Skylitzes Matritensis is divided in 23 
chapters, each of which narrates the reign of an emperor in chronological order. 
Each chapter is further divided in sub-chapters. 

The title of the Chronicle is found on fol. 9r and reads: Xüvouig icoropiQv 
àpyxopévr| ATTO rfjg ávaipéoeugc Niknddopou roO BaciAéng roO ato yevikwv kai exp! 
TAS BaciAeiag loaakiou Tod KouvnpoO cuyypeóoeica trapd Iwavvou kouporraAórou kai 
y£yovóroG yEyaAou Oópouyyapiou rfjg BiyAag roO ZkuAAirTZ. A number of methods 
were further employed by the scribes in order to indicate the internal structure of the 
text, which were, however, not systematically used: the beginning of the chapters or 
subchapters is marked by titles written in red semi-uncial. The red initials also have a 
dividing function, as well as the numbers of the chapters placed in the margins, and 
at times the miniatures themselves. The scribes made use of all these separation 
methods in a way which does not make the internal structure of the text visible at 
once. 

The titles are written in red ink and principally mark the beginning of a new reign. 
To save space the change of folio or quire for the beginning of a new reign was 
avoided. It may, thus, begin anywhere within a folio or a quire and it seems that there 
was no planning in this aspect.! The titles either give the name of the emperor in 
nominative or they begin with apxn GaciAeiag roO ógiva. The second form appears 
only in the Skylitzes Matritensis and can be ascribed to Scribe B; the formulation 
offered by the twin manuscript, the Skylitzes Neapolitanus, is different. 

The positioning of the titles is also irregular. They frequently appear in the upper 
margin, away from the beginning of the chapter. In this case, they function as 
headers. The titles are occasionally written within the text as a heading to the 
chapter, forming a separate line. They mostly appear in connection with the 
miniatures and function as captions. 

Apart from the titles, a new line with initials in red is frequently used to mark the 
beginning of a chapter. The form of the initials, however, cannot be distinguished 
from that of the rest. 


1 The beginning of a reign coincides only twice with the beginning of a new quire: quire no. 
19 (reign of Basileios and Konstantinos) and in the missing quire no. 16, which began with the 
reign of Romanos I. 
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A miniature also occasionally plays a dividing role. The beginning of a reign is often 
preceded by a representative miniature, which is not meant as a literal illustration of 
the text, but may be considered as an introductory image. 

The division of the subchapters is marked by titles, which briefly summarise the 
content of the subchapters, and by numbers. The first ten quires have regular titles 
for almost every subchapter. Seven quires follow, in which no headings appear. 
Quire 18 has regular titles, while the next ten quires have not. Quire 29 contains one 
title, while the last quire has none. A similar arrangement of titles is also found in the 
Skylitzes Neapolitanus, which obviously derives from a common archetype, as 
already suggested. A later hand sporadically added titles in minuscule into the 
margins of the Skylitzes Matritensis. 

The placement of the titles to the subchapters varies. They mostly appear in the 
upper margin of a folio and provide quick information about the contents of a page. 
They frequently appear in a miniature space, even when the miniature has a legend. 
In these cases, the content of the title deviates from that of the legend. Whenever no 
captions accompany a miniature, the titles may be considered as captions.’ The titles 
appear in equal frequency in the right or the left margin. They are rarely found as 
headings for the respective subchapters within the text. In one case a title is written 
at an unexpected place, i.e., the lower margin of a folio. 

From the sixth quire on, numbers sporadically figure in the margins, in an 
unsystematic manner. They substitute missing titles and take over their role of 
marking the subchapters. The first visible number is NA (54), on fol. 55v. This 
numbering continues with interruptions until GA® (239), on fol. 126v, and then 
disappears. It should be noticed that this numbering is wrong: number p8 (109) on 
fol. 101v is followed by number ø (200), which means that p8 was erroneously taken 
for 199. This error also appears in the Skylitzes Neapolitanus, in which a similar 
chapter numbering is applied. 

A subchapter can also be marked by an initial. As a rule, a passage with an initial 
follows after a miniature, but this does not always indicate the beginning of a 
subchapter. Whenever an initial appears within the text, it mostly denotes a 
subchapter. 

The use of a miniature as a method of dividing a text in the third level, may also 
be occasionally observed. In 65 cases, two subchapters are separated by a 
miniature; a passage with an initial then follows. In other cases, the combination of a 
miniature and a passage with initial, which appears throughout the codex, does not 
indicate the beginning of a subchapter. 

It is interesting to note, that the apographa of the Skylitzes Matritensis copied the 
captions to the miniatures and used them as chapter headings. The miniatures were 
understood by the scribes of the apographa as an indication of chapter separation. 


—————————— P Á 
! This is also the case in the Tetraevangelion Laur. Plut. VI. 23: the miniatures seem to 


illustrate a list of chapter headings; see J.-G. VIOLETTE, Le cycle des miniatures du Laur. VI. 
23 et sa relation a une liste de titres de chapitres, Études Byzantines, 10, 2 (1983), 141-73. 
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THE RELATIONSHIP BETWEEN TEXT AND IMAGE WITH 
REGARD TO THE CONTENT 


The miniatures of the Skylitzes Matritensis can not always be interpreted and 
identified by their basic text, i.e., the Synopsis Historion. In some instances, one must 
consider whether a number of miniatures illustrate a different text. In order to 
interpret these deviating miniatures, one should locate the text which explains them. 
A series of sources, which cover the same period with the Chronicle of Skylitzes and 
narrate the same events, come into consideration. There are three kinds of sources 
which may help to identify a deviating miniature: 


a. Sources used by Skylitzes for the compilation of his Chronicle. 


b. Sources which recount the same events as the Chronicle, but were not used by 
Skylitzes; they occasionally offer a different version of an event than Skylitzes does 
in his Chronicle. 


c. Works which were composed later than the Chronicle of Skylitzes; these works are 
partially based on the Chronicle of Skylitzes, but at the same time preserve remnants 
of other, lost sources. The most important work of this kind is the Ep/forme Historion 
of loannes Zonaras, which is significant for the elucidation of the sources, especially 
for the years after 976 A.D. The remainder later sources were excluded from this 
study, because they have no value as source. The World Chronicle of Georgios 
Kedrenos, for instance, written towards the end of the eleventh century, is an almost 
literal copy of Skylitzes. 


The following sources were examined in connection with the illustrations: 


1. Theophanes the Confessor, Chronographia (ninth century).! This work was 
composed in the period between 810/811 A.D. and 814/815 A.D. The chronicle 
Covers the years from 284 to 813 A.D. 


2. Scriptor Incertus de Leone Armenio (ninth century).? This work consists of a 
fragment of a lost historical work. The scholars do not agree about its extent.! The 


1 KRUMBACHER, Literatur, 120-124; MORAVCSIK, Byzantinoturcica, 333-340; a critical 
edition by C. DE BOOR, Theophanes Chronographia, 2 volumes, Leipzig 1883 and 1885 
(Hildesheim 1963); further editions are: Theophanis Chronographia, rec, |. Classen (CSHB), 2 
volumes, Bonn 1839-1841; MIGNE PG 108 (I have used here this edition); Theophanes 
Confessor, Bilderstreit und Arabersturm in Byzanz. Das 8. Jh. (717-813) aus der Weltchronik 
des Theophanes, translated, introduced and commented by Leopold Breyer, in: Byzantinische 
Geschichtsschreiber, ed. by ENDRE IVÁNKA, vol. 6, Graz 1957; C. MANGO, The Chronicle of 
Theophanes Confessor, Oxford 1997. 

? MORAVCSIK, Byzantinoturcica, 312-313; ed. in: MIGNE PG 108 and in the edition of 
Leon Grammatikos (see below) (I have used here this edition). No critical edition exists. See 
also R. BROWNING, Notes on the 'Scriptor Incertus de Leon Armenio', Byzantion 35 (1965), 
388-411. 
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part which is taken into consideration here, covers the reigns of Michael | and Leon V 
(811-820). 

3. Georgios Monachos, Chronikon Sintomon (ninth century).2 Georgios Monachos, 
also named in some manuscripts as Hamartolos, began his work under the reign of 
Michael III and finished it after the death of this emperor. The chronicle was planned 
to cover the period from the Creation of the World to 867, but the last chapter 
concerning the reigns of Michael Ill and Theodora was not completed. Therefore, the 
narration only covers the time until the death of Theophilos in 842 A.D. 


4. loseph Genesios, Bas//eia/ (tenth century)? The author belonged to the 
environment of Konstantinos VII Porphyrogennetos. He covers in four books the 
period between 813 and 886 A.D. Genesios is partly based on the work of Georgios 
Monachos. The work of Genesios was in turn used by Skylitzes. 


5. Symeon Magistros and Logothetes, Chronographia (tenth century),^ a World 
Chronicle reaching until 948 A.D., that is, until the death of Romanos ll. It is ascribed 
in the manuscripts either to Theodosios Melitenos or to Leon Grammatikos, or it 
appears anonymously. These names presumably denote the names of redactors or 
compilators. The various redactions are believed to be adaptations and continuations 
of one and the same anonymous chronicle, which is usually called Epitome. The 
various redactions of the Epitome were used as source by Georgios Monachos, 
okylitzes and Zonaras. 


— —— o —— —— ———-—————————— I 

1 MORAVCSIK, Byzantinoturcica, 312-313, considered the fragment as a part of a more 
extant, lost chronicle. BROWNING, Scriptor Incertus, 411, claimed, on the contrary, that this 
work was a historical treatise about the reigns of Nikephoros I to Leon V. 

^ HIRSCH, Studien, 1-88; KRUMBACHER, Literatur, 128-133: MORAVCSIK, 
Byzantinoturcica, 146-148; a critical edition by C. DE BOOR, Georgii monachi chronicon, I-II, 
Leipzig 1904 (Stuttgart 1978) (I have used here this edition); see also the interpolated editions 
by E. MURALT, Georgii monachi chronicon, Leningrad 1859, and MIGNE PG 110. 

* HIRSCH, Studien, 116-174; KRUMBACHER, Literatur, 69-70; MORAVCSIK, 
Byzantinoturcica, 175-176; a critical edition by A. LESMULLER and |. THURN, losephi Genesii 
regum libri quattuor, Berlin-New York 1978 (CFHB XIV, Series Berolinensis) (I have used here 
this edition); further editions are: loseph Genesios, Regna, ed. by C. LACHMANN, in: CSHB, 
Bonn 1834; MIGNE PG 109; Byzanz am Vorabend neuer Grófte. Überwindung des Bilderstreits 
und der innenpolitischen Schwächen (813-886): die vier Bücher der Kaisergeschichte des 
loseph Genesios, translated, introduced and commented by A. LEMULLER-WERNER, Vienna 
1989; logro l'evécioc, Nepi BagiAeiGv, translated and commented by P. NIABES (Kzipeva 
Bucavrivric Igropioypadiac, 3), Athens 1994. 

^ HIRSCH, Studien, 303-355: KRUMBACHER, Literatur, 136-138: MORAVCSIK, 
Byzantinoturcica, 321-323. No critical edition of the text exists; it appears in various editions, 
among which the editions of Leon Grammatikos and Theodosios Melitenos (see below); see 
also MIGNE PG 108. A partly edition of the passage referring to the youth of Basileios |, and 
information on the textual tradition is found in: MORAVCSIK, Sagen und Legenden, 110-122; 
see also R.J.H. JENKINS, The Chronological Accuracy of the 'Logothete' for the Years A. D. 
967-913, DOP 19 (1965), 89-112; TREADGOLD, Symeon the Logothete. 
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6. Pseudo-Symeon, Chronographia (tenth century).! Pseudo-Symeon is the author of 
an anonymous chronicle, which in the past was attributed to Symeon Magistros. In 
fact, this work is a thorough revision of the work of Symeon Magistros. It covers the 
period from the World Creation to the year 963 A.D. Pseudo-Symeon mostly used 
well-known sources. 


T. Leon Grammatikos, Chronographia (eleventh century). The World Chronicle of 
Leon Grammatikos reaches until 948 A.D. The author used, among others, Georgios 
Monachos.? 


8. Theophanes Continuatus, Chronographia (tenth century).4 The six books of this 
Work, which is composed by a series of anonymous works and forms a continuation 
to the Chronicle of Theophanes, cover the years between 813 and 961 A.D. The last 
part of the chronicle is lost. The first five books exhibit several similarities to the work 
of loseph Genesios. The author of the sixth book was most likely Theodoros 
Daphnopates. Theophanes Continuatus was used principally by Skylitzes and 
Pseudo-Symeon. 


9. Leon Diakonos, Historia (tenth century).5 The historical work of Leon Diakonos 
was written in circa 992 A.D. He recounts in ten books the history of the years 
between 959 and 976 A.D, that is, from the death of Konstantinos VII 
Porphyrogennetos to the death of loannes Tzimiskes. Some passages are very close 
to the respective passages of the Chronicle of Skylitzes, but one can not decide 
whether the two authors drew on a common or a different source of the tenth century. 


10. Michael Psellos, Chronographia (eleventh century).9 Michael Psellos (1018-1078) 
recounts the years from 976 to 1077 A.D. He briefly deals with the reigns until that of 


1 MORAVCSIK, Byzantinoturcica, 310-311; ed. by |. BEKKER in the edition of Theophanes 
Continuatus, Bonn 1838; MIGNE PG 109; see also A. Markopoulos, H. Xpovoypadia rou 
VevoOOUUEWV KAI OI TINYES THC, Dissertation, loannina 1978. 

2 HIRSCH, Studien, 89-115; KRUMBACHER, Literatur, 133-136; Leon Grammatikos, 
Chronographia, ed. by |. BEKKER, Bonn 1842 (I have used here this edition); MIGNE PG 108. 

3 The Chronographia of Theodosios Melitenos, a World Chronicle up to the year 948, is very 
close to the work of Leon Grammatikos and reveals traces of an independent use of the 
chronicle of Georgios Monachos. Because of its dependence on other works, the work of 
Melitenos is not considered here; on this work see HIRSCH, Studien, 89-115; KRUMBACHER, 
Literatur, 133-136; Theodosius Melitenos, Chronicon, ed. by G.L.F. TAFEL, Munich 1859. 

^ HIRSCH, Studien, 175-302; KRUMBACHER, Literatur, 124-126; MORAVCSIK, 
Byzantinoturcica, 340-343; a critical edition by |l. BEKKER: Theophanes Continuatus, 
Chronographia, Bonn 1838 (I have used here this edition); also edited in: MIGNE PG 109. 

5 KRUMBACHER, Literatur, 72-74; MORAVCSIK, Byzantinoturcica, 236-238; Leoni diakoni 
Caloénsis historiae libri decem, ed. by C.B. HASE, Bonn 1828 (I have used here this edition); 
further editions are: MIGNE PG 117; Leon Diakonos, Nikephoros Phokas, 'Der bleiche Tod der 
Sarazenen' und Johannes Tzimiskes. Die Zeit von 959-976 in der Darstellung des Leon 
Diakonos, translated by F. LORETTO, Graz 1961. A critical edition does not exist. 

6 KRUMBACHER, Literatur, 174-181; MORAVCSIK, Byzantinoturcica, 266-268; a critical 
edition by É. RENAULD, Michael Psellos, Chronographie ou histoire d'un siécle de Byzance 
(976-1077), texte établi et traduit par É. Renauld I-Il, Paris 1926-1928 (I have used here this 
edition); further editions are: K. SATHAS, Megaiwvikn BiBAioOrgkn IV, Venice 1874; Michael 
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Michael Kalaphates. Psellos’ account becomes detailed when he refers to his own 
epoch, in which he played a significant political role. Skylitzes was acquainted with 
the work of Psellos, as his preface to the Synopsis Historion reveals. 


11. Michael Attaleiates, Astoria (eleventh century).! The history of Attaleiates deals 
with the period between 1034 and1079 A.D. This work was written in 1079/1080 A.D. 
and was dedicated to the emperor Nikephoros Botaneiates. 


12. loannes Zonaras, Epitome Historion (first half of the twelfth century).? The work 
begins with the World Creation and reaches until 1118 A.D. Zonaras drew on 
Skylitzes and on most of the sources mentioned above. 


13. Konstantinos Manasses, Synopsis Historike (twelfth century). The author, who 
was metropolitan of Naupaktos, died in 1187 A.D. His work is a Synopsis of the 
World History in 6733 political verses, and was dedicated to the Byzantine princess 
Irene. It reaches until the accession of Alexios | Komnenos (1081). Manasses used 
among others Pseudo-Symeon and an unknown chronicle, which also served as a 
source to Zonaras. 


With regard to the relationship among the various sources, one may observe the 
following: Skylitzes is based for the period until 961 A.D. on Genesios and 
Theophanes Continuatus.^ The chronicles of Symeon Logothetes and Pseudo- 
Symeon in several places give different information from that of Genesios and 
Theophanes Continuatus. Consequently, the information given by Skylitzes 
frequently deviates from that of the two Symeons. Zonaras is primarily based on 
Skylitzes, but for the period after 976 A.D. he follows his common source with 


eee 
Psellos, Chronographia, translated into English by E.R.A. SEWTER, Leiden 1952; Imperatori di 
Bisanzio, translated into Italian by S. Impellizeri a.o., 2 volumes, Milan 1984; translated into 
modern Greek by B. KARALES (Keiveva BuGavrivric loropioypadíag 1), Athens 1992. 

1 KRUMBACHER, Literatur, 74-76; MORAVCSIK, Byzantinoturcica, 258-260; Michael 
Attaleiates, Historia, ed. by I. BEKKER, Bonn 1853 (I have used here this edition); partly 
translated into French by H. GREGOIRE, BZ 28 (1958), and E. JANSSENS, Annuaire de 
l'institut de Philologie et d'Histoire Orientales et Slaves 20 (1968-1972). No critical edition 
exists. 

2 KRUMBACHER, Literatur, 141-146; MORAVCSIK, Byzantinoturcica, 196-200; loannis 
Zonarae epitomae historiarum libri XIII -XVIII, ed. by T. BÜTTNER-WOBST, Bonn 1897 (I have 
used here this edition); further editions are: loannis Zonarae epitome historiarum, ed. by L. 
DINDORF, 6 volumes, Leipzig 1868-1875; MIGNE PG 134-135; translated into German in: 
Militars und Hóflinge im Ringen um das Kaisertum. Byzantinische Geschichte von 969-1118 
nach der Chronik des Johannes Zonaras, translated, introduced and commented by E. TRAPP, 
Graz 1986; see also |. GRIGORIADIS, Linguistic and Literary Studies in the ‘Epitome Historion' 
of John Zonaras (Byzantina keimena kai meletai, 26), Thessaloniki 1998. 

? KRUMBACHER, Literatur, 369-370; MORAVCSIK, Byzantinoturcica, 203-204; Constantini 
Manassis breviarum historiae metricum, ed. by |. BEKKER, Bonn 1837 (i have used here this 
edition); edited also in: MIGNE PG 127. 

^ Genesius and Theophanes Continuatus give similar information; they either used common 


Sources or Continuatus drew also on Genesius; see TREADGOLD, Symeon the Logothete, 
162. 
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Skylitzes more precisely than Skylitzes, a fact which makes the Chronicle of Zonaras 
very important in light of the source situation. Special attention in this study is paid to 
the chronicle of Konstantinos Manasses, because of the existence of an illustrated 
manuscript in Bulgarian (Vat. slav. 2). The Manasses' chronicle was translated 
between 1335 and1340 A.D. and dedicated to the Tsar Ivan Alexander.! From a 
comparison between the illustrations of the Skylitzes Matritensis and the thematically 
identical scenes in the Manasses chronicle, one may learn, whether the miniatures 
were copied from the same ultimate model. 


In the following chapter, all miniatures of the Skylitzes Matritensis will be studied.? 
The description of each miniature will be preceded by a summary of the relevant 
passage of the Chronicle. The miniatures will be identified and their relationship to 
the text will be established. Whenever a miniature deviates from the text of Skylitzes, 
an attempt will be made to locate the text which explains it. Due to the extent of the 
material, a comprehensive study of the iconography and style of the miniatures will 
not be included in this chapter, but in the following ones. 


1 DUJCEV, Manasses-Chronik, 25; see also SPATHARAKIS, Portrait, 160-165. | 
? The transcription of the captions given below follows the orthography of the manuscript. 


CHAPTER FOUR 


THE MINIATURES AND THEIR RELATIONSHIP TO THE 
TEXT 


Miniature 1, fol. 9r (Fig. 1): The first miniature of the codex, painted directly below the 
title of the chronicle, is in a very bad state of preservation. A few paint remnants can 
be seen in the left part of the miniature. A sitting figure in side view may be discerned 
with difficulty to the left. It is surrounded by buildings in the background. A cross on a 
pediment is visible in the middle. 

One can only speculate about the content of this miniature. Since it precedes the 
preface of the author, it may be regarded as a frontispiece. The sitting figure could 
represent the author of the Chronicle.! The building in the background can also not 
be identified with certainty; the cross does not necessarily suggest a church, because 
It appears in representations of palaces in this manuscript as well. 


MICHAEL I RHANGABE (811-813) 


Text The Emperor Nikephoros | was slain in Bulgaria and his son Stavrakios 
severely wounded; the latter was transferred to Constantinople and within two 
months had lost his crown and his life. The Kouropalates Michael Rhangabe was 
proclaimed emperor by the people and the senate. He, however, considered himself 
Incompetent for the crown and wanted to pass it on to Leon the Armenian. But the 
latter also rejected the throne, because he regarded himself as unworthy of it. Leon 
the Armenian finally persuaded Michael Rhangabe to accept the throne and 
promised his loyalty. Michael thus became emperor against his own will.2 


Miniature 2, fol. 10r (Fig. 2): This miniature is painted above the cited text and shows 
the accession of Michael | in a symbolic manner. In the middle of the composition 
two enthroned figures are depicted in frontal view. Michael | Rhangabe, inscribed 5 
MixañÀ BaciAeUc 6 PayyaBé, is portrayed to the right, sitting on a throne with a 
backrest. He is clad in imperial garments with the loros. A haloed personage holding 
a codex and sitting on a lower, backless throne is depicted next to him. It raises one 


eee 


"In a series of historical manuscri i i 

. ; , pts, the author is depicted at the beginni i 

In a dedicatory image; see on this SPATHARAKIS, Portrait 152-183 SAIS ROSE 
* THURN, Skylitzes, p. 5, vv. 60-76. | 
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hand in a gesture of benediction. The figure is dressed in a sticharion, phelonion and 
epitrachelion. The characteristic omophorion, a garment for bishops and 
archbishops, cannot be distinguished around his shoulders, which in other cases is 
clearly visible, e.g. on f. 53v (Fig. 126). The paint on the faces is flaked. The central 
group is symmetrically flanked by dignitaries. 

The aforementioned passage simply states that Michael | became emperor, 
without referring to a ceremony. The figure beside the emperor is not mentioned in 
the text. Judging from the costume, it depicts a patriarch. On fol. 13v, the Patriarch 
Methodios is represented in a similar manner (Fig. 12). Grabar identified this figure 
as Nikephoros, Patriarch of Constantinople.! Other literary sources narrate that 
Michael | was crowned in St. Sophia by the Patriarch Nikephoros.? According to 
Grabar, the illustrator wanted to indicate the fact that patriarch Nikephoros supported 
the elevation of Michael | to the throne. The emperor was deeply religious and a 
fervent iconophile. During his reign, the Stoudites monks reconciled themselves with 
the church hierarchy under the guidance of the patriarch Nikephoros |. The clergy 
exerted a strong influence on the emperor, who was considered to be of weak will. 
As Theophanes recounts in his World Chronicle, the Patriarch Nikephoros had 
attached the coronation of Michael | to the condition that he would oblige himself to 
support orthodoxy and guarantee security to the monks and priests against physical 
punishments or restrictions of their freedom of movement.? The depiction of the 
patriarch and the emperor next to each other possibly expresses this relationship of 
the emperor with the church and can be seen in connection with a lost illustration in 
the chronicle of Theophanes. This is, however, not the only possible interpretation. 
The depiction of the patriarch next to the emperor probably visualises the general 
idea that the emperor is reigning in the name of God and does not necessarily allude 
to a concrete historical event. 


Miniature 3, fol. 10v (Fig. 3): The miniature follows the passage cited in connection 
with the previous miniature. It shows two haloed figures holding standards; they are 
raised on a large shield decorated with pseudo-cufic letters; the shield is borne by six 
figures in short tunics. The figure on the left represents an emperor with crown and 
loros. He is crowned by a slightly taller man on the right. The latter figure also wears 
a crown and a similar 'imperial' costume. However, the band of the loros around the 
middle is missing.^ The protagonists of the scene are flanked by dignitaries in various 
costumes, making gestures of acclamation. Trumpets protrude in the background. 


1 GRABAR-MANOUSSACAS, Skylitzés, 150. Estopanan, on the contrary, identified the 
figure as Christ; ESTOPANAN, Skyllitzes, 50. 

2 THEOPHANES, PG 418, 989; LEON GRAMMATIKOS, 205, 16-18; GEORGIOS 
MONACHOS, II, 776, 5-9. 

3 THEOPHANES, PG, 418, 992-993. 

4 On this costume see also E. PILTZ, Trois sakkoi byzantins, Acta Universitatis Upsaliensis, 
Series Figura, 17 (1976), 14; PILTZ, Skylitzes, 255-256. According to Piltz, it is a poncho type 
sakkos over a divitision. 
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The inscription above the miniature, TIOAEHOG Pwpaiwv kai BouAydpwv kai 
órograogía Aéovrog tod Apueviou, is a chapter heading.’ It belongs to the text 
beginning immediately below the miniature; it is not related to the picture in regard to 
its content. Chapter headings in the Skylitzes manuscript are normally written in the 
margins; it seems, that during the copying process this chapter heading was 
erroneously copied above the miniature. 

The miniature is problematic. The text does not recount a coronation, let alone an 
elevation on a shield.? This scene has been variously interpreted: Wessel claimed 
that only the coronation of Michael I Rhangabe by his brother-in-law Stavrakios could 
be meant with this miniature, which in fact never took place.? This assumption 
presupposes that the Illustrator invented a scene without relying on the text, and 
without referring to a historical fact. The examination of the relationship between text 
and image in the Skylitzes Matritensis will, however, show that its illustrators did not 
apply this working method. 

Piltz, who dedicated an essay to the interpretation of this picture,^ saw in this 
Scene the coronation of Theophylaktos by his father Michael l, which is recounted by 
Theophanes in his Chronographia® This presupposes a migrated miniature, copied 
from a lost illustrated Theophanes manuscript. The passage of Theophanes 
however, describes in detail the coronation of Theophylaktos by the patriarch 
Nikephoros within the church of St. Sophia; this does not justify a representation of a 
coronation on a shield.§ 


Walter claimed that this image could illustrate the coronation of Leon V by Michael |.2 
This interpretation is, however, not based on any textual or historical evidence. 
According to Hirsch, the passage cited above is taken from an unknown source; the 
information that Michael I wanted to pass the crown to Leon the Armenian, is given 
only by Skylitzes and is incorrect. Leon the Armenian was in exile at that time.? 

As regards the interpretations proposed till now, one may observe that there is no 
conformity among the scholars about the identity of the coronator. He is either 
Interpreted as patriarch or emperor. The fact that this figure is depicted with imperial 
Insignia, i.e., crown, and standard, suggest that he is an emperor. The use of this 
eee 

! The Skylitzes Neapolitanus, fol. 2r, has and identical chapter heading. 

? Among the several scenes illustrating accessions to the throne in the Matritensis, there is 
only one more scene showing a raising on a shield, on fol. 230r top (Fig. 544). This miniature, 


like that in discussion, is not literary explained b i 
i y the text of Sk litzes, as we shal . 
3 WESSEL, Kaiserbild, col. 824 i i UN 


^ PILTZ, Skylitzes. 


coronation takes place within a church. 
7 ESTOPANAN, Skyllitzes, 50 


® GRABAR-MANOUSSACAS Skylitzés, 25; WALTER. Rai; ; 
p , Raisi 
? HIRSCH, Studien, 362-363. ng on a Shield, 138, 170. 
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kind of coronation of a co-emperor on fol. 10v does not, however, correspond to the 
text and the historical facts. The raising on a shield is testified for the first time in 361 
A.D., in connection with the accession of the Emperor Julian to the throne.’ It is 
believed, that the ceremony went out of use in the seventh century and was 
reintroduced in the thirteenth century.^ Concerning the intermediate period, the 
information of the literary sources and the representations of a coronation on a shield 
in the Byzantine art? have been variously interpreted by the scholars who studied 
them.^ One may also note, that the coronation of a co-emperor is never mentioned in 
the sources in relationship with a raising on a shield.5 

As regards the composition of this miniature, one may assume that it reproduces 
an already existed secular iconography, only survived in coronation scenes of David:6 
In the twelfth-century Psalter Vat. gr. 1927, fol. 32r, e.g., David and an unidentified 
figure are raised on a shield held by three figures in tunics; they are depicted in 
frontal view and clad in imperial garments." The earliest example of a coronation on a 
shield where a king places a crown on the head of another king, is found in the 
Psalter Londin. Additional 36928, fol. 45v, dating from the end of the eleventh 
century.? |t is therefore self evident, that the illustrator of the Skylitzes Matritensis 
reproduced an existing iconography, and did not create it by himself. 

Concerning the question which text was illustrated by our miniature, one may 
observe the following: Grabar and Walter claimed, that the illuminator misunderstood 
the passage cited above and thought that Michael | had named Leon the Armenian 
co-emperor. 

My identification of the crowned figure as Michael | could, however, explain the 
raising on a shield: Theophanes and other sources considered the proclamation of 
Michael | as a coup d'état in the hippodrome. He was proclaimed emperor at seven 
o'clock in the morning by the entire senate and the guard regiments. At ten o'clock he 





! ENSSLIN, Schilderhebung, 268. 

? TREITINGER, Reichsidee, 23. 

? The earliest preserved representation of raising upon a shield, showing Hezekiah in 
imperial garments with the loros, is found in the ninth-century Chludov Psalter, cod. 129 in the 
Historical Museum, Moscow, fol. 18v; see WALTER, Raising on a Shield, no. 14, pl. 4. A 
facsimile reproduction in SCEPKINA, Chludov Psalter, fol. 18v. 

^ The references to the sources were assembled by the following scholars: G. 
OSTROGORSKY, Zur Kaisersalbung und Schilderhebung im — spátbyzantinischen 
Krónungszeremoniell, Historia 4 (1955), 246-256; A. CHRISTOPHILOPOULOU, EkxAoyn, 
AVaYOPEUGIC Kai oréuyic TOU BuZavrivoO auTokpatopos, Athens 1956; WALTER, Raising on a 
Shield, 157-166. 

? ENSSLIN, Schilderhebung, 297. 

6 WALTER, Raising on a Shield, passim, 170, noted that the Skylitzes miniature is a copy of 
the prototype of the Psalter miniatures. See also below, the chapter dedicated to Iconography. 

“DE WALD, Vat. gr. 1927, 9ff., pl. X; WALTER, Raising on a Shield, 154; OTT, Krónung, 
80, no. 266. 

$ WALTER, Raising on a Shield, 148-149, pl. 2. 
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was crowned in St. Sophia by the Patriarch Nikephoros.! The picture could be a 
conflation of the proclamation in the hippodrome, represented symbolically through 
the raising on a shield, and the coronation by the patriarch Nikephoros which 
followed. The appearance of the coronator may be explained, if one assumes that 
this figure initially represented a patriarch. We have already observed that his 
costume is not correct for an emperor; it Is, moreover, unique among the 
representations of emperors in the Skylitzes Matritensis.? The transformation of this 
figure may be ascribed to the modification of the model in the copying process.3 

In the light of this interpretation, the miniature on fol. 10v could be considered as 
an migrated miniature from a lost illustrated Theophanes or Leon Grammatikos 
manuscript, the two sources which recount both the proclamation of Michael I in the 
Hippodrome and the coronation in St. Sophia by the Patriarch Nikephoros. It cannot, 
however, be ascertained whether the scenes were taken over separately and were 
conflated in the model of the Skylitzes Matritensis, or if they already were conflated, 


possibly in the presupposed illustrated chronicles of Theophanes and Leon 
Grammatikos. 


Text: Encouraged by his previous victories over the Byzantines, the Khan of the 
Bulgarians, Krum, ravaged the western part of the Byzantine empire. The emperor 
sent orders all over the empire and gathered his armies to halt him. Krum also 
assembled his soldiers and waited for Michael |. The emperor and his army reached 
Krum and camped near Adrianople. After successful skirmishes, the soldiers urged 
Michael | to order a decisive battle. The emperor postponed it, a fact which led to his 


scoffing. Michael | finally opened the camp gates and the army was arranged in 
battle order.4 


Miniature 4, fol. 11r (Fig. 4): The miniature interrupts the passage cited above. The 
scenes are arranged in two registers, painted one above the other. The Scene in the 
upper register shows an emperor enthroned in a building, while stretching his hand 
out. A servant is depicted in front of him. A group of three men animatedly converse 
n the middle of the miniature; with a gesture the figure on the left emphasises the 
arrival of a group of riders who are painted to the left. The inscription above the 


eee 
' THEOPHANES, PG 418, 989: LEON GRAMM 
, ; ; ATI -18; 
gnac. I A KOS, 205, 16-18; GEORGIOS 
^ PILTZ, Skylitzes, 255-256 rejected the identificati 
| i cation of the i 
Nikephoros, because he bears imperial insignia. serra intestine 
3 PILTZ, Skylitzes, 256. 
^ THURN, Skylitzes, 5, 76 - 6, 95. 
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The lower register illustrates the camp of the Byzantines in the vicinity of Adrianople. 
The Emperor Michael | is depicted enthroned in frontal view under a tent with an 
eagle on top. He is inscribed as 6 paciAeUG MixarjA ó Payyafé. He is flanked by two 
figures. Outside the tent stand a group of dignitaries; they bear pointed, white hats. 
They receive a group of riders, inscribed as ‘Pwyaiol. The first horseman raises his 
hand in a gesture of protest, while the other riders advance towards a fortified City, 
identified as ñ AbpiavoUrroAG by an inscription. This method of representation, which 
frequently appears in the illustration of this Codex, connects two different moments of 
the narration and improves the pictorial narrative: the left scene illustrates the urge of 
the soldiers to begin the battle, while the right one depicts their advance to the battle 
field. The city does not necessariy denote the direction of the riders, but 
conventionally defines the place near which the battle took place. 


Text The Bulgarian and the Byzantine troops took combat position and attacked 
each other. 

Miniature 5, fol. 11v (Fig. 5): The miniature follows immediately after this passage 
and shows the battle between the Byzantines on the left (Puopaior) and the 
Bulgarians on the right (BouAyapol). The two groups are represented in identical 
military costumes. This is characteristic for almost all battles scenes in the codex. 
The soldiers hold lances and swords, as well as round shields. Among the 
Byzantines, one sees also archers. On the ground, dead soldiers and horses lie on 
both sides. 


Text: The fight between the Bulgarians and the Byzantines near Adrianople would 
have ended in favour of the Byzantines, if Leon the Armenian, the strategos of the 
Anatolikon, had not abandoned the battle field with his troops. This event weakened 
the moral of the Byzantine army.? 

Miniature 6, fol. 12r, top (Fig. 6): The miniature, painted after this passage, illustrates 
the unexpected desertion of Leon the Armenian with his soldiers. Leon the Armenian 
is represented on horseback, holding a lance and an oval shield. He is followed bya 
group of riders holding raised lances and banners. The caption to the miniature 
reads, 0 Aéuv þeúywv oùv TH OTpaTm Pwyaiwv. 


Text: The Bulgarians took advantage of the desertion of Leon the Armenian and 
attacked the Byzantines, who tried to escape. The Bulgarians massacred them.3 
Miniature 7, fol. 12r, bottom (Fig. 7): The miniature is painted below this passage and 
shows two groups of riders, again with identical military costumes, attacking each 
other. They are identified as Pwyaioi on the left, and as BouAyapor on the right. One 
wounded soldier on each side is represented in the foreground. 


1 THURN, Skylitzes, 6, 95-5. 
2 THURN, Skylitzes, 6, 5-13. 
3 THURN, Skylitzes, 6, 13-19. 
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The miniature deviates from the relevant passage in the Chronicle. There, the battle 
is represented more or less balanced, whereas the text speaks of the flee of the 
Byzantines. A different written source for this image must be excluded here, since all 
sources mention the flee of the Byzantines after the desertion of Leon the Armenian.1 
It is either an arbitrary modification of the model or a misinterpretation of the 
aforementioned passage. 

This battle is also illustrated in the Bulgarian Manasses Chronicle, fol. 147r (Fig. 
262).? In a mountainous landscape, the pursuit of the Byzantines by the Bulgarians is 
represented. Krum is depicted at the head of the Bulgarian army to the left; he strikes 
a fleeing Byzantine in the back with a long spear. The Byzantines are lead by 
Michael |. From the iconographic point of view, this miniature is similar to that on fol. 
19r of the Matritensis, in which the pursuit of Krum by Leo V is shown. The miniature 
in the Bulgarian Manasses chronicle was erroneously interpreted by Filov as the 
pursuit of Leo V the Armenian by Krum. Filov relied on a Latin gloss, which names 
the emperors Krum and Leon. Against this interpretation are Dujéev and Heisenberg, 
who interpret the scene as the pursuit of Michael | by Krum.4 


Text: After the defeat by the Bulgarians, Michael | returned to Constantinople. Leon 
the Armenian remained in Thrace, in order to continue the fight against the 
Bulgarians. He took advantage of the absence of Michael | and persuaded his 
soldiers to rebel against the emperor. The soldiers proclaimed Leon emperor.? 


Miniature 8, fol. 12v (Fig. 8): The miniature interrupts the passage cited above. It 
illustrates the proclamation of Leon the Armenian. In the middle, one sees Leon the 
Armenian enthroned in frontal position. He is haloed and dressed in imperial 
garments; he holds a sword in the left hand and slightly extends the right one. He is 
flanked by two groups of men, which are represented as courtiers. The first figure of 
the group to the right bears a round, white hat. Two lances flank the throne of Leon; 
only the hands of the guards who Supposedly hold the lances are visible. 

The illustration deviates from the text of the Chronicle. It shows a proclamation 
scene, which does not have a military character. Instead of soldiers, Leon the 
Armenian is surrounded by dignitaries. The caption to the miniature also disagrees 
with the contents of the text; it reads: 6 A£uv App£vioc üvayopeuUerai Tapa ToO Aao0 
BaciAeUc. The text, however, talks of a revolt. 


a a 
1 GENESIOS, 3, 21-4, 27; THEOPHANES CONTINUATUS, 15, 5-16; ZONA 
» 9, ef; , 15, 5-16; RAS, IIl, 317, 
10-12; SCRIPTOR INCERTUS, 340, 7-9. 
? DUJCEV, Manasses-Chronik, fig. 53. 
3 FILOV, Manassès, 64-65. 
4 DUJCEV, Manasses-Chronik, no. 53; A. HEISENBERG, Über den Ursprung der 


illustrierten Chronik des Konstantin Manasses. Münchener J i 
. ahrb 
5 (1928), 90-91. uch der bildenden Kunst, N.F. 


5 THURN, Skylitzes, 6, 20 - 7, 36. 
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Several other sources likewise report of the proclamation of Leon by the soldiers.1 
Only Georgios Monachos and Leon Grammatikos state that Leon was proclaimed 
emperor by the people and the archontes in the tribunal at the Hippodrome.? This 
could explain our picture and above all the caption to the miniature. One cannot, 
however, exclude the possibility that the miniature represents an arbitrary 
modification of the model by the Illustrator. The composition and the caption could 
have been taken over from a different context and erroneously used here for the 
representation of the proclamation of Leon.? Another explanation could be that the 
caption was not copied from the archetype, but was later added as a description of 
this representation; in this case the scribe did not consult the text. Since there are 
several possibilities for the interpretation of this image, Georgios Monachos or Leon 
Grammatikos cannot be exclusively regarded as the literary source of this miniature. 


Text: Leon the Armenian rejected the proclamation, but general Michael Travlos from 
Amorion broke his sword and instructed the soldiers to follow his example. He 
threatened to kill Leon if he did not accept to become emperor.^4 


Miniature 9, fol. 13r, top (Fig. 9): The miniature follows the passage cited above. It 
illustrates the argument between Leon the Armenian and Michael Travlos. To the left, 
an emperor enthroned in three-quarters view is identified by an inscription as A£cv o 
Apueévioc. He is haloed and clad in imperial costume. He turns his head towards two 
figures, dressed as court officials and raising their hands; one of them holds a spear. 
Opposite to Leon, Michael Travlos is depicted standing in a frontal view (inscription: 
MixarjÀ ó TpauAóG). He wears a short chiton and a long chlamys, and in his left hand 
he holds a sword. He points to a group of figures arrayed in the right part of the 
miniature. Some of these figures raise their hands in a gesture of speech. 

The representation of Leon the Armenian in imperial costume, as well as the 
courtly character of the entire scene, are conventional. Rebels are generally depicted 
as emperors in the Skylitzes codex. Whether this was a usual convention or denotes 
a modification of the model, cannot be decided. 


Text The text recounts an earlier meeting between the emperor Michael | and 
loannes Hexaboulios. The latter dunned the emperor for confiding in Leon the 
Armenian, and warned him about his evil intentions. 


Miniature 10, fol. 13r, bottom (Fig. 10): The picture, which is painted below this 
passage, illustrates the conversation between the Emperor Michael | and 
Hexaboulios. On the left, one sees the emperor enthroned in three-quarters view, 


1 GENESIOS, 4, 36-39; THEOPHANES CONTINUATUS, 16, 12-17, 5; ZONARAS, III. 318, 
15-18; SCRIPTOR INCERTUS, 340, 9-10. 

2 GEORGIOS MONACHOS, Il, 776, 17-20: úmò tod Aao0 Kai TWV àpxóvtrwv Ev TO 
TpiBouvaAíu. A similar reading is found in LEON GRAMMATIKOS, 206, 20-22. 

3 The iconography of this scene has a long tradition and is frequently applied in the 
Skylitzes Matritensis; see the chapter on the Iconography. 

^ THURN, Skylitzes, 7, 36-40. 

5 THURN, Skylitzes, 7, 42-49. 
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inscribed as MixanA ò BaciAgUc ò Payyapé. Two lances protrude behind his throne. A 
group of dignitaries is depicted in front of the emperor, in stances suggesting a lively 
discussion. The first figure of the group is identified by an inscription as 6 
E€aBouAlos; he raises his left hand in a gesture of speech. 


Text: Michael | had hardly entered the palace and heard about the proclamation of 
Leon the Armenian. His counsellors advised him to retain the power and oppose 
Leon. Michael | was, however, a peaceful man and would not get involved in deeds 
with uncertain outcome. In order to avoid a civil war, he decided to abdicate and sent 
the imperial insignia, diadem, purple robes and sandals, to Leon the Armenian. 


Miniature 11, fol. 13v, top (Fig. 11): The miniature is painted below this passage. An 
emperor is portrayed enthroned to the left. He turns backwards, towards a guard 
holding a lance. He points with his right hand in the direction of two men who seem to 
argue. Three horsemen with raised lances approach from the right. One of them 
holds a shield decorated with a tree. The emperor is identified by means of an 
inscription as Aéwv ò Appévioc, but the text speaks of Michael deliberating his 
abdication. The horsemen possibly announce the proclamation of Leon. 


Text: Leon the Armenian arrived through the Golden Gate in the Stoudios church 
under the acclamations of the army, the people and the senate, and from there 
entered the palace accompanied by the guards.2 


Miniature 12, fol. 13v, bottom (Fig. 12): The picture is placed directly below the text 
cited above. On the left, a figure stands in the entrance of a building with two crosses 
and raises the right hand in a gesture of speech. An emperor and a cleric are 
depicted discussing under a canopy-like architectonic structure with a cross on the 
roof. Above it, Aéwv ó Apuévioc is written. In the middle of the scene, two groups of 
men are represented; they look in different directions and are defined by an 
inscription as oi 6ouAeurai. To the right, in the entrance of a building inscribed as To 
TraAatiov, stands a man making a speech gesture. 

The interpretation of the scenes is difficult. The only figure which can be identified 
with certainty is Leon the Armenian. The personage sitting opposite to him could be 
the patriarch or the abbot of the Stoudios monastery.’ The artist probably intended to 
illustrate the passage mentioning Leon's arrival in the Stoudios church. All other 
figures cannot be explained by the text. The word OouAeuTai does not appear in the 
aforementioned passage of the Chronicle or in the textual tradition. This is also true 
for the other sources that include this episode.* Estopafian and Grabar identified the 


————— Hun—— 
1 THURN, Skylitzes, 7, 49 - 8, 57. 
? THURN, Skylitzes, 8, 67-70. 
3 On the Stoudios monastery, see JANIN, Eglises, 430-440. 


* GENESIOS, 5, 70-73; THEOPHANES CONTINUATUS 
TO : , 18, 18-21; P : 
604, 6-18; SCRIPTOR INCERTUS, 340, 40-11. EDS 
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standing figure on the right as Michael I.1 There is, however, no evidence for this 
identification. How the image was created, cannot be ascertained. 


Miniature 13, fol. 14r, top (Fig. 13): The miniature is placed at the top of fol. 14r and 
is associated to the last lines of the preceding folio that are written above the 
previous miniature. Thus, two consecutive miniatures separated by the changing of 
the page illustrate the passage cited above. The miniature shows an architectural 
structure on the left with a large golden gate, and a vaulted building in the middle with 
a cross on its roof. A group of riders holding lances is depicted to the right. The 
inscription above them reads: oi Tov Bagikéa Aéovra óopudoprjcavreg. The heads of 
the group are too damaged to permit identification of the figure with a headgear 
resembling a crown as the emperor. The miniature presumably illustrates the imperial 
guard who had accompanied the emperor to the palace. The buildings possibly 
represent the Chalke Gate and the C/rysotriklinos. The latter resembles the building 
in the next miniature, identified by an inscription as TO XpucorpikAivov and mentioned 
in the relevant text. 


Text: Leon V the Armenian went to the C/rysotrik/inos, in order to pray. He got 
undressed and gave his garments to Michael Travlos, the first of the equerries, who 
then put on the imperial dress. This was considered an omen that Michael Travlos 
would become the next emperor.? 
Miniature 14, fol. 14r, bottom (Fig. 14): The miniature illustrates the episode in the 
Chrysotriklinos and interrupts the relevant text lines. On the left, one sees a building 
with opened doors and a large vault, labelled 10 XpuocorpikAivov. To the right of it, 
two figures help Leon the Armenian to undress (caption: ò fQaciAeUg Aéwv 
EKOUOLEVOG). Two more figures on the right observe the scene and talk to each other. 
The illustrator had difficulties to visualise the undressing of the emperor. The 
preliminary drawing is still visible in several parts of the flaked miniature. From the 
two figures who help Leon the Armenian to take off his garments, the one on the right 
turned out too large in scale. Under the feet of the left figure, a golden seam is 
painted, which does not form part of the dress of the figure anymore. This means that 
the painter did not always follow the preliminary drawing. 


Text: A further sign that Michael Travlos would be the successor of Leon the 
Armenian, was the fact that Michael stepped on the seam of the imperial garb, when 
Leon the Armenian went to the palace church.? 

Miniature 15, fol. 14v, top (Fig. 15): The picture follows this passage. It illustrates the 
episode in the palace church. On the left, a vaulted building is represented. Next to it 
a second building is shown, suggesting the palace. In its interior, the emperor is 
depicted enthroned to the left; he turns to the direction of three persons standing 
opposed to him. The first figure is presumably Michael Travlos. The caption above 


! ESTOPANAN, Skyllitzes, 51-52; GRABAR-MANOUSSACAS, Skylitzes, 26. 
2 THURN, Skylitzes, 8, 70-74. 
3 THURN, Skylitzes, 8, 74-79. 
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the architectonic setting reads: 6 BaciAeüg Aéwv ó Appéviog ¿mBaivwv ¿v T® vað kai 
Ò MixanA £rróuevog ÓrricOev kai TraTMv aüróv. 

The miniature illustrates a conversation and not the moment when Michael steps 
on Leon's garb. The artist did not render the details mentioned in the text. 


Text: Michael |, his wife Prokopia and their children took refuge in the Church of St. 
Mary at Pharos. Leon the Armenian dragged them out of the church and separated 
them: he banished Michael I to the island of Prote, where he lived the rest of his life 
as a monk. His first son, Theophylaktos, was castrated and sent into exile, together 
with his mother and brothers." 


Miniature 16, fol. 14v, bottom (Fig. 16): The picture interrupts the passage cited 
above. On the left, one sees a vaulted structure with an arcade, inscribed as r| ToO 
®apou pov, which is painted on a hill. The representation of a ship in the sea covers 
the remaining space. In the ship, a group of figures in tunics and a few soldiers are 
represented. The miniature is captioned: MixanA ó BaciAeUc Kai l| auveuvos QUTOÜ 
| Ipokorría mevyoua! rrpóg Thv Ev TH Maopw Aeyopévn povrjv Kai yivovrai povayoi. 

The boat can only be explained by the passage mentioning that Michael | was 
exiled to the island of Prote. This kind of composition is frequently used in the 
Skylitzes manuscript in order to represent exile scenes, e.g., on fols. 20v bottom and 
159r top (Figs. 33, 401). The inscriptions do not correspond to the picture. 

It is possible that an illustration depicting the flee of the imperial family into the 
Pharos church existed in the model, but was omitted in the Skylitzes Matritensis. The 
caption however, was copied and erroneously connected to this miniature. But even 
so, the caption contains errors: it denotes that Michael and Prokopia - the children 
are not mentioned - became monks, while the text recounts that they sought refuge 
in the church (ikérai yívovrai); they were tonsured after being removed from the 
Pharos church, and only then sent into exile. 

One explanation for this caption could be the following: it is a known fact, that one 
had to be tonsured in the Pharos church, before becoming a monk. If the rubricator 
had knowledge of this practice, then the caption povaxoi yivovtai is justified. 
Theophanes Continuatus and Genesios explicitly state this in the relevant passages.? 


The legends are, thus, either a free interpretation of the text, or are based on one of 
these texts. 


———————————— 

1! THURN, Skylitzes, 8, 79 - 9, 88. 

? JANIN, Églises, 232. 

* THEOPHANES CONTINUATUS, 19, 15-17: Tore 8 TOU A£ovrog £rripavévroc, MixarjÀ Gua 
TIA! TE Kai yuvaiki TAY kóunv arroO£uevor TpO¢ TO TOÛ Geod reyuévioya, 6 Mapos katovoudZetat 
e GENESIOS, 5, 88-91: Kai On roi; &iow TOv BagiAciwy Xwprjcavrog Aéovroc, eu@éws TAÇ 
Tpixac Keipap£voi Mixana te ó BaciAeUG kai Ñ TOUTOU YE CUVEUVOG OUV Traldiv iKérai &Aeetvoi TO) 
EUKTNPIW OIKU) TÅG Urrepayíag Osorókou, óc Papoc KarovopáGerat ... ZONARAS, Ill, 319, 2-6, 
follows Skylitzes. The corresponding passage in SCRIPTOR INCERTUS, 340, 12-14, is slightly 
different; it recounts that, after Michael I learned about the proclamation of Leon the Armenian, 
he became monk. After his coronation, Leon the Armenian also let the empress and the children 
of Michael | shear: SCRIPTOR INCERTUS, 341, 7-14. 
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Text: The passage recounts the prophecies of a hermit in. Philomilion (near 
Antiochia). The narration returns to the time of the reign of the Emperor Nikephoros I. 
A high dignitary, Bardanios the Turk, wanted to become emperor. He found out that 
there was a hermit in Philomilion, who could predict the future. He pretended that he 
wanted to hunt with his men and also took with him Leon, the leader of the 
Hippokomoi, Michael Travlos from Amorion, and Thomas the Armenian, whose 
house was near the lake of Gazouros. He then left his men behind and went with 
these three men to the cave of the hermit. However, Bardanios entered it alone.’ 


Miniature 17, fol. 15r (Fig. 17): The miniature precedes this passage and illustrates 
the journey of Bardanios to Philomilion. It shows a ship sailing from a hill to a tower. 
A helmsman is sitting in the stern and two oarsmen and passengers in the prow of 
the ship. From the window of the tower, a figure, representing the monk of 
Philomilion, looks at the ship. The tower is decorated with a cross on top. 

Above the miniature, the chapter heading Tepi TOV TPOpprGEwv TOD diAOLIAIOTOU 
povaxoŬ is written. As already noted, a chapter heading may also function as a 
caption to a miniature.? The text does not mention that Bardanios and his friends 
sailed to Philomilion. The artist read the word /ake and painted a ship transporting 
them. The next miniature suggests that they arrived on horseback. 


Text: The hermit of Philomilion advised Bardanios against his plans. He warned him, 
that he would lose his eyesight and his property, if he did not abandon his aim to 
become an emperor. Bardanios was disappointed and prepared himself to depart. 
His horse was brought before him; Michael held the bridles, Thomas the right stirrup, 
and Leon helped Bardanios to mount the horse. Having observed the scene, the 
hermit called Bardanios back, repeated his warnings and made prophecies for the 
three companions of Bardanios.3 


Miniature 18, fol. 15v (Fig. 18): The miniature is painted among the lines of this 
narration. It illustrates it with two scenes; the scene on the left illustrates the passage 
above the miniature, the one on the right the passage below the miniature. On the 
left, a tower is depicted, from which the monk speaks to Bardanios (TO DiAouiAlov Kai 
Ò povayxóc). A soldier, identified by an inscription as Bapdavioc, raises his hands 
towards the monk. Behind him, a group of soldiers are holding lances and flags. The 
second scene shows an unidentified figure, probably Bardanios, who holds a sword 
and stretches his hand out in the direction of a man identified by an inscription as 
Michael (MixanA). The latter holds the bridles of a horse. To the right, a figure 
inscribed as A£uv, is represented seated; he holds the bridles of two horses. 

The representation of the soldiers is not justified by the text. There is no other 
literary source which could explain their presence near the hermitage. With certainty 
the scene is based on the Skylitzes text, where it is mentioned that the monk 


1 THURN, Skylitzes, 9, 89-14. 
? The Skylitzes Neapolitanus, fol. 4r, reveals an identical chapter heading. 
3 THURN, Skylitzes, 9, 14 - 10, 44. 
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watched from a window above how a horse was brought to Bardanios.! Theophanes 
Continuatus mentions in the relevant passage that the conversation between 
Bardanios and the monk took place in a room.? The scene on the right illustrates only 
the bringing of the horse to Bardanios. Thomas' activity is not represented, while 
Leon holds the bridles of two other horses. A source, which would explain this scene 
in a better manner, could also not be traced. Both scenes should therefore be 
regarded as a free rendering of the Skylitzes text. 


Text: Bardanios assembled a large army and proclaimed himself emperor. Then he 
encamped in the area of Bithynia.? 


Miniature 19, fol. 16r (Fig. 19): The miniature is painted directly below the passage 
cited above. It illustrates the proclamation of Bardanios in a conventional way and his 
marching to Bithynia. It shows a group of riders in military costume, holding banners 
and spears. Bardanios is represented in the centre (Bapdavioc). He is haloed, bears 
a crown, and is clad in military costume. He is thus portrayed as an emperor, which is 
the usual practice of representing challengers to the throne in the entire illustration of 
the Codex. 


Text: When the Emperor Nikephoros | heard of the rebellion of Bardanios, he sent an 
army against him. Thereupon, Bardanios asked the emperor for forgiveness and 
amnesty. Nikephoros | banished him to his land on the island Prote. Shortly after, 
soldiers from Lykaonia entered his land and blinded Bardanios. They then sought 
refuge in the church of St. Sophia.4 


Miniature 20, fol. 16v, top (Fig. 20): In two scenes the miniature illustrates the last 
two sentences of this passage. On the left, a figure inscribed as ó Bapdavioc is 
represented with crown and halo in a building with a vaulted roof. He prostrates on 
the ground, while a group of men attack him in order to blind him (caption: oi roO 
BagiAéwç Niknddopou tov Bapdaviov EKTUPAOUG!). The second scene, on the right, 
shows a group of infantrymen, inscribed as Pwyaiol, holding swords, lances and 
banners. They pursue a group of men holding lances and banners; one of those men 
holds a round shield. The latter are inscribed as BoUAyapor. To the right, a canopy- 
like building is depicted, which is labelled WEyaAn ékkAngía. An unreadable inscription 
is visible among the lances of the Byzantines. 

No battle between Byzantines and Bulgarians is recounted in the aforementioned 
passage of the Chronicle. The episode with Bardanios is recounted in a similar 
manner in other literary sources.5 Immediately after the story with Bardanios, 
Zonaras describes the fight between the Khan of the Bulgarians, Krum, and Leon the 


——————————————À ÉL 


1 THURN, Skylitzes, 9, 23-24: the same reading is also found in ZONARAS, Ill, 320, 11-12. 


? THEOPHANES CONTINUATUS, 7, 18. GENESIOS, 6, 2-7, 36, does not specify the place 
where the monk lived. 


3 THURN, Skylitzes, 10, 44-49. 
4 THURN, Skylitzes, 10, 49-56. 
? THEOPHANES CONTINUATUS, 10, 3-6; GENESIOS, 8, 46-50. 


THE MINIATURES AND THEIR RELATIONSHIP TO THE TEXT 55 


Armenian.’ The sequence of these two events is found only in Zonaras. Therefore, 
one may assume that the battle between the Bulgarians and the Byzantines is based 
on an illustrated Zonaras text. The fact that the church of St. Sophia is represented, 
which is mentioned in the Skylitzes text in connection to the blinding of Bardanios, 
and the fact that the fleeing group is not dressed in military costume, indicate that the 
two sources were conflated. The miniature is probably a fusion of two scenes 
deriving from an illustrated Zonaras manuscript, the flee of the murderers to the St. 
Sophia, and the battle between the Bulgarians and the Byzantines. 


Text: The companions of Bardanios, Leon, Michael and Thomas, defected to the side 
of Emperor Nikephoros | and were bestowed with offices. Leon later became famous 
by defeating a troop of Saracens. For this victory Emperor Michael | promoted him to 
patrikios (Nikephoros | had died in the meanwhile).? 


Miniature 21, fol. 16v, bottom (Fig. 21): The miniature, which directly follows this 
passage, represents the battle between the Byzantines and the Saracens. Two 
groups of riders attack each other. On the left, the Byzantines (Pwyaiol) are shown 
with lances and swords; on the right, the Saracens (Ayapnvoi) are represented with 
lances, swords and with round shields. On both sides on the ground, lie dead 
soldiers. 

The battle is represented as a balanced fight, while the text speaks of a victory of 
the Byzantines over the Saracens. This kind of discrepancy was also observed on 
fol. 12r (Fig. 7); itis a common cliché of representing battles. 


Text: Skylitzes mentions here predictions concerning the fall of the Emperor Michael 
|. Whenever a lunar eclipse occurred, a young maid went to the Boukoleon palace 
and shouted to the emperor: KáreA0&, KáreA0e, ürroxcpei Tv GAAOTpIWV.3 


Miniature 22, fol. 17r (Fig. 22): The picture is painted directly below this passage. It 
illustrates the episode with the moonstruck woman. On the left, one sees a female 
figure, turning to the right and stretching out her hands; she is inscribed as ñ 
oikoyevůç maðiokn MixañÀ roO BacıAéwç. To the right, the Boukoleon palace (ò 
BouKoàćtwv) is represented as an architectonic structure with two floors. It has thin 
railings in the front and a balustrade on the second floor. Two statues adorn the 
building, which are also mentioned in the text of Skylitzes: a lion to the left (A€wv) and 
an ox to the right (BoUc).4 The emperor is represented as sitting in the upper floor (ò 
paciAeüg MixanA ó Payyapé). Compared to the architecture, the female figure is 
represented in a much larger scale. 


! ZONARAS, Ill, 321, 9-322, 8. 

? THURN, Skylitzes, 10, 57 - 11, 66. 

3 THURN, Skylitzes, 11, 68-74. i 

4 On the Boukoleon Palace, see MULLER-WIENER, Bildlexikon, 225-228; C. MANGO, The 
Palace of the Boukoleon, CahArch 45 (1997), 41-50. See also our chapter on the iconography. 
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To the left of the woman, the following chapter heading is written: mepi THV dwvwv 
Tfjg Traidiokns. The chapter heading is thus associated with the miniature, which as 
already noted is a usual practice in this manuscript. 


Text: Michael | was surprised from the cries of the moonstruck woman and asked 
Theodotos Melissenos for advice. After the incident had repeatedly occurred, 
Theodotos Melissenos asked the woman for the reason of her crying; answering him, 
she predicted that Leon would become emperor. 


Miniature 23, fol. 17v, top (Fig. 23): The state of preservation of this miniature is bad. 
It shows the questioning of the woman by Theodotos Melissenos. In a building, a 
woman is represented on the left, clad in red garments. Under a pediment which 
recalls an Arab arch, Theodotos Melissenos sits on a folding chair and turns towards 
the woman. He wears a blue tunica and a helmet. To the right, there is another man 
with a helmet, making a vivid gesture of speech. The caption reads: ò Otóóoroq 
EpwTÕv TO yUvatov rig TO BaoíAeiov rrapaArjuerat. 


Text: The aforementioned war between the Byzantines and the Bulgarians had 
several causes, but in particular it broke out because of the following event: the 
Bulgarian Khan Krum demanded the return of the Bulgarian refugees, who lived in 
various places in Byzantium, and of Byzantine prisoners who were captured in 
previous wars, but had escaped and returned home. Because Krum's demands were 
not fulfilled, the war broke out again and in its course the Byzantines were defeated.2 


Miniature 24, fol. 17v, bottom (Fig. 24): The miniature precedes this passage and 
illustrates the defeat of the Byzantines by the Bulgarians. It is in a very bad state of 
preservation. Two small groups of riders with lances are represented. The left group, 
labelled BouAyapol, pursues the right group, labelled ‘Pwyaior 


LEON V THE ARMENIAN (813-820) 


Text: After Leon V had become emperor, he honoured Thomas and Michael Travlos, 
the former companions of Bardanios, with various offices.? 


Miniature 25, fol. 18r (Fig. 25): The miniature precedes this narration and illustrates 
the honours of Thomas and Michael Travlos by the Emperor Leon V. Inside a 
canopy-like construction the enthroned emperor is portrayed as stretching his right 
hand out. A guard stands behind him. To the left, outside of the building, three men 


are represented. The first man introduces the two others, Thomas and Michael 
Travios, to the emperor. 





! THURN, Skylitzes, 11, 74 - 12, 86. 
2 THURN, Skylitzes, 12, 4-23. In the upper margin of this folio, the chapter heading is 


written: €° aitiat roO rrpopn8évroq TroAyou; the same chapter heading is found in Skylitzes 
Neapolitanus, fol. 6v. 


3 THURN, Skylitzes, 13, 25-32. 
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Above the three men one reads, Aćwv ò Apuévne. It is the heading to the chapter 
dealing with the reign of Leon V.1 


Text: The Bulgarians, after their victory over the Byzantines, plundered Thrace. Leon 
V sent messengers to Krum in order to negotiate peace.” | 


Miniature 26, fol. 18v, top (Fig. 26): The picture illustrates the Byzantine envoys to 
the Bulgarian Khan Krum. The relevant passage is written directly above the 
miniature. The Khan, identified by an inscription as KpoGyoc ó BovAyapos, sits in a 
canopy-like structure in side view and raises his right hand. He is crowned, and 
wears a red tunica and blue trousers. To the right, a group of envoys are shown; they 
raise their hands in a gesture of speech. 


Text: Krum rejected the peace proposals of Leon V. The Byzantines were forced to 
fight, and were again defeated by the Bulgarians.3 


Miniature 27, fol. 18v, bottom (Fig. 27): The picture follows this passage and 
illustrates the fight between the Byzantines and the Bulgarians. Two groups of 
soldiers on horseback ride leftwards holding lances. The Bulgarians (Boúàyapo!) are 
represented to the right, and the fleeing Byzantines to the left (rporrfj Pwyaiwv). 


Text: The emperor watched the battle from a well-located spot. He noticed that the 
Bulgarians pursued the fleeing Byzantines in disorder and instructed his soldiers to 
strike back. The Byzantines surprised the Bulgarians and defeated them.4 


Miniature 28, fol. 19r (Fig. 28): The picture is painted below this passage. A group of 
Byzantine riders with raised lances attacks the fleeing Bulgarians. Among the 
Byzantine soldiers, one can distinguish the emperor, recognisable by his crown and 
elaborate costume. The lance of a Byzantine rider pierces a Bulgarian and throws 
him from his horse. vikn Pwyaiwv is written above the first group of riders, and 
TpoTTh BouAyapwv above the second one. The second caption is in fact a chapter 
heading, which also functions as a legend.» The groups of soldiers are larger here 
than in the previous miniature, representing the defeat of the Byzantines. 

The same battle is also illustrated in the Bulgarian Manasses chronicle, fol. 148v.9 
Krum is represented on horseback to the left. He flees towards a mountainous 
landscape and raises the sword over his head. He holds a triangular shield, with 
which he protects his back. Krum is pursued by the Emperor Leon V, who is depicted 
on horseback, followed by a group of Byzantine riders holding lances and banners. 
Limbs of dead soldiers are scattered on the ground. 

The composition of the Skylitzes miniature and the fact that Krum is not 


distinctively identified among the group of the fleeing Bulgarians, indicates that the 


! The Skylitzes Neapolitanus, fol. 7r, has an identical chapter heading. 

2 THURN, Skylitzes, 13, 32-35. 

3 THURN, Skylitzes, 13, 35-38. 

4 THURN, Skylitzes, 13, 40-50. 

5 The Skylitzes Neapolitanus displays on fol. 7r the same chapter heading. 
6 DUJČEV, Manasses-Chronik, no. 54. 
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two miniatures have no common archetype. Each miniature corresponds to its own 
text. 


Text: Leon the Armenian did not forget the monk of Philomilion and decided to 
reward him for his prophecy. He sent him gifts, consisting of furniture, silver, golden 
pots, and perfumes from India. The monk of Philomilion however, had died in the 
meantime and was succeeded by Sabbatios, an iconoclast. Sabbatios did not accept 
the gifts and sent back the emperor's messenger. He also threatened the emperor 
with an immediate downfall, if he did not destroy the icons promptly.’ 


Miniature 29, fol. 19v, top (Fig. 29): The miniature is painted among the lines of this 
text. It shows the Byzantine messenger in front of the monk of Philomilion. A building 
with a saddle roof, inscribed as tò MiAopiAlov, can be distinguished in the badly 
flaked left part of the scene. A man stands in front of it and receives a scroll from the 
messenger. The latter is accompanied by a second figure. To the right, two horses 
are shown, tied up at a tree. Above the figures, various vessels are depicted, 
representing the gifts of the emperor. 

The caption above the miniature reads: 6 Tod Baoikews Aéovrog tod Apueviou 
THOTWTATOS KOLÍÇWV kaviokia TH KATA TO DiAOPIAIOV ovax®. Sabbatios, who rejected 
the gifts, is mentioned in the text written below the miniature. In the miniature, the 
monk seems to accept them. One may assume, that the artist read only the text 
above the miniature and illustrated it accordingly; he did not take into consideration 
the continuation of the narration, written below the miniature. 


Text: When the emperor heard from his messenger what the monk Sabbatios had 
told him, he was distressed and consulted Theodotos Melissenos. The latter was an 
iconoclast and advised the emperor to seek advice from a monk who lived in 
Dagisteas.2 


Miniature 30, fol. 19v, bottom (Fig. 30): The miniature precedes this passage. Its 
state of preservation is bad. The Emperor Leon V is represented seated on a folding 
chair inside a building (6 BaciAeüc Aéwv 6 Appévioc). Three figures stand in front of 
him. The arrival of the message from the monk Sabbatios may be represented here. 
The caption reads as follows: 6 órrokpigápiog aüroü àvayyéAei aUTQ à Trapa roO 
Aptiavirou uovaxo rjkouce TOO KATA TÒ CiAogíMov. To the right, the horses of the 
envoys are painted. 


Miniature 31, fol. 20r (Fig. 31): This is the second miniature illustrating the passage 
mentioned above; it is painted below it. It shows a man with a helmet, sitting on a 
folding chair. He is identified by an inscription as 6 BaciAeUg Aécv ó Apuévioc, but he 
is dressed differently than the emperor in the previous miniature. Two men holding 
bowls are depicted in front of him. The first figure is inscribed as OeddoTos Ó 
MeAigonvoc. To the right, two horses are fastened at a tree. 


eee 
1 THURN, Skylitzes, 13, 55-72. 
? THURN, Skylitzes, 14, 72-81. 
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The miniature deviates from the text. No gifts, e.g., are mentioned in it. Obviously, we 
are dealing with a mistake here, which cannot be fully explained. The preceding 
miniature, on fol. 19v top, is arranged in a similar manner. The same scene was 
possibly copied twice and unsuccessfully altered and supplied with new inscriptions 
in order to fit in its new, and wrong position. 


Text: Theodotos Melissenos visited the monk of Dagisteas and told him that the 
emperor would visit him incognito at night and ask about the icons. The monk should 
threaten the emperor with the loss of his life and kingdom if he did not banish the 
icons from the churches. After Theodotos Melissenos had instructed the monk, he 
returned back. Shortly after, he met the emperor at night and accompanied him to the 
monk. The monk pretended to have recognised the emperor through divine 
intervention.1 


Miniature 32, fol. 20v, top (Fig. 32): The miniature is painted below the passage cited 
above. It depicts the discussion between the monk and the emperor. On the left, one 
sees a building, bordering on a hill; it is inscribed as 6 Aayiotéac.2 In front of the 
building, a figure sits in side view and raises his hand in a gesture of speech. The 
emperor is seated opposed on a folding chair; he wears a red tunic and a helmet, 
and has placed his hands on his lap. The following inscription is written above the 
architectonic setting: kai 0 £v auT@ povayòç ó Aptiavitng KaAW@v Tov BaciMéa éyyüq 
Kai A€ywv aürQ. In the middle of the miniature, one sees a group of men standing by 
with helmets on. The first man is inscribed as 6 Otóborog. To the right, another man 
sits on a rock and holds the bridles of three horses. 


Text: The monk of Dagisteas persuaded Leon V to prohibit the veneration of the 
icons by issuing a relevant edict (815 A.D.). The iconophile Patriarch Nikephoros was 
banished to Proikonnesos, because he refused to sign the iconoclastic Tomos.3 


Miniature 33, fol. 20v, bottom (Fig. 33): The picture shows the exile of the Patriarch 
Nikephoros, which is recounted above the miniature. A large ship is seen at sea. A 
crowned figure is depicted in the stern sitting in front of a helmsman.4 In the prow, 
several passengers are depicted among oarsmen. In front of this group, a few figures 
with pointed, white headgears are shown. The caption reads: £&upía roO doibipou 
Trarpiápxou Niknddpou. 

The Patriarch Nikephoros is wrongly portrayed with a crown. The illustrator 
misinterpreted his text or his model and painted an emperor instead of the patriarch. 
This mistake is repeated in the next miniature. 


! THURN, Skylitzes, p. 14, 81- p. 15, 9. 

? On this monastery, see JANIN, Églises, 81. 

3 THURN, Skylitzes, 15, 13-17. 

^ Grabar recognised a halo; it is, however, a crown, which is better visible in the next 
miniature; see GRABAR-MANOUSSACAS, Skylitzés, 29. 
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Text: While the patriarch was travelling, Theophanes the Confessor, the abbot of a 
monastery in Agros, by divine intuition, felt that the patriarch sailed by; he sent him 
the last greetings with candles and incense." 


Miniature 34, fol. 21r, top (Fig. 34): The miniature illustrating this passage is painted 
below it. On the left stand three figures holding candles. The first figure is surrounded 
by the following caption: ó Tod Aypo0 rjyoüpevog ó ögioç Oeodavng ó OpoAoynrr]c 
TIPOTTEUTTWV TOV rrarpi&pyrv Nikndopov OGupiápaoci kai Knpoic. On the right, one sees 
a ship, identical in form to that depicted in the previous miniature, but painted in 
mirror image. The crowned figure in the stern is inscribed as 0 àoióipog rrarpiápyng ó 
Niknoópog diepyouevoc. The patriarch is again shown as an emperor. A group of 
dignitaries with pointed, white headgears are depicted in front of the patriarch. 

Text: After the Patriarch Nikephoros was exiled, the unworthy Theodotos Melissenos 
was appointed as the new patriarch.? 


Miniature 35, fol. 21r, bottom (Fig. 35): The miniature illustrates the consecration of 
Theodotos Melissenos, which is mentioned in the passage above it. Two clerics are 
shown flanking an altar in the middle of a church. The figure to the left, clad in a white 
phelonion and slightly bending forwards, portrays the new patriarch; the cleric to the 
right wears a brown phelonion and is holding a book. On the left, a group of figures, 
clad in long tunics, attend the ceremony. The figure standing behind the new 
patriarch holds an unidentifiable object, possibly a band denoting the omophorion. A 
Stair-like structure suggests a synthronon made of marble. Remarkable is the 
absence of more clerics in the ceremony, a practice that often appears in this 
manuscript. The chapter heading, which also functions as a caption to the miniature, 
reads, rrepi rfjg Tratpiapxiac ToO MeAigonvot.3 


Text: After his success against the Bulgarians and Arabs, Leon V became more and 
more cruel. Even small crimes were severely punished; hands, legs or other limbs 
were cut off and publicly hung up in order to frighten the bystanders. As a 
consequence, the people began to hate him.4 


Miniature 36, fol. 21v, top (Fig. 36): In the middle of a vaulted building, a haloed 
emperor is depicted in three-quarters view; he turns to the right extending his right 
hand and is flanked by two groups of men with veiled hands. 

The passage cited above is the only one that could be connected to this scene. 
Grabar and Estopafian already claimed that the miniature conventionally illustrates 





' THURN, Skylitzes, 15, 20-16, 24. On the upper margin of this folio, the following chapter 
heading is written: rrepi rv SiopatikWv XAPIOLATWY TWV TraTépwv Niknddpou roO TraTpIapxouU 


Kai Oeopavoug tod OuodAoyntod. Oiwvóç. The same chapter heading is found in Skylitzes 
Neapolitanus, fol. 8v. 


2 THURN, Skylitzes, 16, 36-39. 


3 The same chapter heading is found in Skylitzes Neapolitanus, fol. 9r. 
^ THURN, Skylitzes, 16, 43 - 17, 52. 
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the grim governing of the emperor.! This passage, however, is written below the next 
miniature. The position of these two miniatures must have been exchanged. 


Text The new patriarch, Theodotos Melissenos, supported iconoclasm, not in 
secrecy, in some dark corners, but openly in public.2 


Miniature 37, fol. 21v, bottom (Fig. 37): The picture conventionally illustrates the 
iconoclastic propaganda of the patriarch, which is recounted above this miniature. An 
audience scene was used for visualising it. On the left, a figure inscribed as ò 
TraTpiapxng Oeóóorog ó MeAicanvóg is depicted sitting in front of a canopy-like 
structure, decorated with a cross. He addresses three men, who raise their hands in 
a gesture of speech. 


Text: The hate against Leon the Armenian increased, because he turned not only 
against his people, but also against God. The choirmaster of the palatine chanters, 
an impious and malicious man, took the following opportunity to infect the emperor 
with the virus of heresy: when a prophecy of Isaiah against idols was read in the 
service, he whispered in the ear of the emperor, that the truth should not escape his 
notice and that he should follow the faith proclaimed by the prophet.? 


Miniature 38, fol. 22r (Fig. 38): The miniature is painted below this passage. lt 
contains two scenes; that on the right shows the episode with the emperor. One sees 
the emperor enthroned in three-quarters view (ò Bagiàeùg Agwv ò Appu£vioc). Behind 
him, the choirmaster, clad in a blue belted robe^ and a white skaranikon headgear, 
whispers in the ear of the emperor. The scene is captioned, Ò piapóg mrrporouydáArng 
TPÒG TO oUG AEYWV Tw paciAe. In the scene on the left, a building is shown, inscribed 
as TO TraTpiapyeiov. Next to a canopy-like construction, a badly flaked rectangular 
structure can be distinguished, in which the patriarch is shown in frontal view. 

The composition of the scene on the right is reduced; any reference to a location 
is missing. The scene on the left cannot be explained by the text. The patriarchate 
with the patriarch in it is not mentioned in the text of Skylitzes or in any other literary 
source narrating this episode.? It is probably added in order to clarify that the 
conspiracy is meant against orthodoxy.® 


Text: After the death of Leon V, the Patriarch Nikephoros said that the empire lost a 
godless, but a great man. The following event shows his sense for justice: when the 


1 ESTOPANAN, Skyllitzes, 56; GRABAR-MANOUSSACAS, Skylitzés, 29. 

? THURN, Skylitzes, 16, 40-42. 

3 THURN, Skylitzes, 17, 53-66. 

^ MORAN, Singers, 53, identified this robe as a sfikfourion. 

5 GENESIOS, 13, 92-10; THEOPHANES CONTINUATUS, 32, 12-33, 12; ZONARAS, II, 
327, 9-328, 11. 

6 MORAN, Singers, 53. 
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emperor came from the palace, a man told him that a senator had taken his wife 
away. ! 

Miniature 39, fol. 22v (Fig. 39): The miniature illustrating this passage is painted 
below it. On the left, a man in short tunic is depicted raising his hands in excitement. 
He is inscribed as ó €yKaAWVv rrjv àprrayrv rfjg &éauroÜ yuviic. Opposite of him, a 
group of riders with raised lances are shown. Behind the riders, one sees the 
Emperor Leon V on horseback, leading a second group of riders (Agéwv paciAeUc ó 
Apyuévioc). On the right is an'architectonic structure with opened doors.2 


Text: The emperor thought highly of his voice, but was unmusical in reality. He 
intoned the odes with a savage, piercing voice and when he began the seventh ode 
of the Christmas canon, those who heard it had to laugh.3 


Miniature 40, fol. 23r, top (Fig. 40): The miniature illustrating this passage is painted 
between its lines. On the left, one sees a vaulted construction with opened doors, 
inscribed as rj &xkAnoía. In the interior, two men with their hands raised are shown; 
they move in opposite directions and look at the emperor. In front of the church, Leon 
V stands (caption: ó BaciAeUg Aéwv ò ApyuévioG waAAwv). He directs three singers, 
forming a group opposite of him (oi uóáAra). They all wear white skaranika, while the 
colour of their belted robes vary. The peculiar stances of the men in the church 
possibly suggest the reaction of the emperor's audience. 


Text: The Emperor Leon V heard that Michael Travlos from Amorion insulted and 
threatened him, especially when he was drunk. Hexaboulios repeatedly tried in vain 
to admonish Michael; he subsequently reported his excesses to the emperor.4 


Miniature 41, fol. 23r, bottom (Fig. 41): The miniature precedes the aforementioned 
passage. It probably shows the notification of the emperor of the excesses of Michael 
Travlos. The illustration of the text is rendered with an audience scene. In front of an 
edifice with a pediment, Leon V is depicted enthroned in three-quarters view. He 
addresses three men standing in front of him. 


Text: On Christmas eve, the emperor presided over the asekrefejon, the court of 
Justice, and condemned Michael Travlos to be cast into the furnace of the palace 
baths; the emperor would attend the execution.5 


ees 


1 THURN, Skylitzes, 18, 78-82. On the upper margin, the chapter heading, om EVIPEXNS kai 
OIKQIOKPITNS HV Ó DaciAeUc, is written. The same chapter heading is found in the Skylitzes 
Neapolitanus, fol. 10r. For a translation in English of this passage, see MORAN, Singers, 52. 

* Below this miniature, the text recounts how the emperor interrogated the senator. The 
latter admitted his crime and was accordingly punished. This passage is not illustrated. 

3 THURN, Skylitzes, 18, 4-13. The chapter heading reads: óri rrepi TÒ WaAAelv éoioripeiro. 
d manuscript, the Skylitzes Neapolitanus, contains on fol. 10v the same chapter 

eading. 

4 THURN, Skylitzes, 19, 14-37. 

| ? THURN, Skylitzes, 19, 37-45. In the right margin, mepi rfj; karaóíknc MixarjA is written. 
This chapter heading is also found in Skylitzes Neapolitanus, fol. 10v. 
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Miniature 42, fol. 23v (Fig. 42): The miniature is painted between the lines of this 
narration. It presents the courtroom as an elongated chamber. To the left, the 
Emperor Leon V is seen in three-quarters view, enthroned under a pediment (ò 
pagiAeUG Aéuv ò Appévioc). To the right, three men with raised hands are arrayed in 
side view. They wear white skaranika. Above the first figure, MixanA ò ¿£ Auopiou is 
written. 

The composition of this miniature is similar to that seen in the previous one. It 
differs, however, in the architectonic setting, which here frames the scene, and the 
skaranika worn by the figures standing in front of the emperor. This possibly 
suggests that the illustrator copied the same scene twice from the model and altered 
the second one, in order to present a different subject. 


Text: The Empress Theodosia heard of the forthcoming execution of Michael from 
Amorion and angrily urged the emperor to reconsider his verdict. Leon V chained 
Michael from Amorion and locked him up in a prison.’ 


Miniature 43, fol. 24r (Fig. 43): The miniature is painted below this passage. On the 
left, Leon V and his wife Theodosia are shown in frontal view, enthroned inside a 
building with opened doors and a pointed vault (Aéwv ó paciAeUq 6 Appé£viog Kai r| 
pagiAiG Ocoóoocía). In the middle, Michael from Amorion is depicted on the ground, 
half naked. A man puts him in chains, while another removes his mantle. On the 
right, another man observes the scene. The miniature is captioned, oegpeirai TESAIC 
(sic) MixarjÀ ò £& Apopiou. The artist painted the Empress Theodosia in order to 
show her influence concerning the milder punishment for Michael from Amorion. 


Text: The passage recounts a prophecy about the end of the reign of the Emperor 
Leon V. In a sibylline book of the imperial library, which contained not only 
prophecies, but also colour images and drawings of the previous emperors, was a 
picture of a lion; the letter X was written on its back and extended to its belly. A man 
was striking a fatal blow with a spear in the middle of the X. The quaestor of the 
palace interpreted the drawing as follows: an emperor named Leon would be 
murdered on Christmas.? 

Miniature 44, fol. 24v, top (Fig. 44): The miniature is painted between the text lines of 
this passage. Under a vaulted construction, Leon V (Aé€wv ó paoiAeUc ó Appévioc) 
and his wife (rj BaciAic) are shown in frontal view, sitting on a common throne. In 
front of them, the quaestor (ò KuéoTwp), wearing a white skaranikon on his head, 
raises his hand as if explaining the oracle. Behind him, a man holds an open book 
with a drawing; it shows a man in bust form holding a spear and supposedly running 
after another one, who turns his head backwards. The inscription above the book 
Clarifies the drawing: ó A€wv kai 0 órricev rpéxuv. Above the wall in the background, 


! THURN, Skylitzes, 20, 46-55. 

? THURN, Skylitzes, 20, 60-72. In the right margin is written: óri kai rrpoerireuaev ó GBAIOC 
Kai mepi roO évigrópou piBAiou. The same chapter heading is found in the Skylitzes 
Neapolitanus, fol. 11v. 
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which is better preserved than that on f. 23v, ò xpicpióg is written, next to the other 
inscriptions. On the right, an onlooker is depicted with raised hands. 

Quite interesting is the information given in the text, that the sibylline book was 
decorated with colour portraits of the previous emperors. 


Text: Another sign of the fall of Leon V was a dream his mother had. She dreamed 
that she went to the Blachernai church and met a virgin, who was accompanied by 
men dressed in white garments. The church was full of blood and the virgin ordered 
one of the men to offer her a vessel filled with blood. She, however, refused to drink, 
saying that she was fasting of meat or blooded victuals. "Why then," said the Virgin 
angrily, “does not your son cease to enrage myself and my son the god by shedding 
blood?" Since she had had this dream the emperor's mother often begged her son to 
renounce iconoclasm.' 


Miniature 45, fol. 24v, bottom (Fig. 45): The picture is painted between the text lines 
of this passage. It illustrates the dream of the emperors mother. The state of 
preservation of the miniature is bad. The scene takes place in an architectonic 
complex. On the left, the mother, clad in imperial garments, reclines on a bed 
(caption: ñ untnp Tod gaciAéugG Agovtog ürrvurrouca Kai Opwoa Ka’ ürrvov). Two 
figures stand in front of her, each of them holding a bowl, which they offer to her (ri 
xurpa roO aivatoc). In the middle, the Virgin stands in a vaulted construction with 
open door and addresses the mother of the emperor. On the right, two figures with 
raised hands are shown. Remnants of a no longer readable inscription are on the left 
of the Virgin. 

The men accompanying the Virgin are not clad in white. The Illustrator probably 
changed his model without consulting the text. 


Text A second dream caused considerable distress. Leon V dreamed that the 
already deceased Patriarch Tarasios ordered a certain Michael to kill him.? 


Miniature 46, fol. 25r, top (Fig. 46): The miniature is painted below this passage and 
shows the emperor reclining on a bed in the interior of a richly decorated 
architectonic complex. A soldier holding a round shield and raising his sword attacks 
the emperor. The miniature is captioned as follows: ó BaciAeUc A£uv UTIVWTTWV kai Ò 
£v Oveipati MixarjA àvarnnõðv mrAfj£ar auTov. 


Text: Leon V went to the prison in order to find out what Michael Travlos was doing. 
To his astonishment, he found him majestically sleeping on a bed, while the guard 
was lying on the floor.? 


" THURN, Skylitzes, 20, 72 - 21, 83. The following chapter heading is written in the left 
margin: mepi Th¢ 6caOeiong Swews tÅ unrpi TOO BaciAgwco. The same chapter heading is also 
found in Skylitzes Neapolitanus, fol. 12r. 

2 THURN, Skylitzes, 21, 84-87. 

3 THURN, Skylitzes, 21, 92-8. 
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Miniature 47, fol. 25r, bottom (Fig. 47): The miniature is painted below this passage. 
In an architectonic complex, which is similar to that seen in the previous miniature, 
one sees Michael Travlos reclining on a bed (MixanA ò £& Apopiou). He wears a 
white bonnet, similar to the one he wears on fol. 23v (Fig. 42). Leon V approaches 
the bed and bends over him to discover that he is calmly asleep. The caption above 
the two figures reads, 6 BaoiAgüg Aécv ò Appéviog ciocàBwv eis TOV maniav kai pera 
TOV GAAwWV Bauuátwv eüpe TOV MixanA àvérug ürrvurrovra. The guard, mentioned in 
the text, is not represented. 


Text: The last subchapter about the reign of Leon V recounts the planning of the 
assassination of Leon V by Michael Travlos and his accomplices, and the execution 
of the plot. They attacked the emperor during the liturgy in the palace church. The 
emperor escaped in the sanctuary and defended himself with a censer or, as others 
believe, with a cross. He resisted for a while by repelling the sword blows with the 
cross. Beaten from all directions, he was finally attacked by a giant, who cut off his 
arm together with the beam of the cross; another man decapitated the already 
exhausted emperor." 


Miniature 48, fol. 26r, top (Fig. 48): The miniature illustrating this passage is painted 
below. Leon V is shown sitting on a throne, painted in an architectonic setting which 
suggests the palace church. He raises a patriarchal cross with both hands (A£tv 
BaciAeüc ó Appéviog acacópevog ëvõov Ev TW vat). A soldier holding a round shield 
is depicted attacking the emperor with a sword (0 TUTTIWV Eide! TOV Baoiàća). The 
artist symbolically depicted the blow of the giant in order to represent the assault of 
the conspirators. To the left of the miniature, the following chapter heading is written: 
avaipeaic ToO BaciAécgG A£ovrog.? 


MICHAEL Il TRAVLOS (820-829) 


Text The assassinators of Leon V pitilessly dragged his body to the Hippodrome 
through the Skyla Gate. Their own soldiers surrounded the palace.3 


Miniature 49, fol. 26v, top (Fig. 50): This splendid miniature is painted in the upper 
part of this folio. It illustrates the passage cited above, which is written on the 
previous folio, directly above a miniature to be discussed next. In front of a richly 
decorated architectonic setting, suggesting the palace, the body of Leon V is carried 
by two men. It is rendered in an unnatural flat manner, presumably in order to denote 
that it is a cadaver. The previously mentioned detail in the text, the decapitation of 
the emperor, is not rendered in the scene. On the left, the caption, cüpovreg TÓV 
BaciAéa A£ovra &&áyouoiv eic Tov Trrrróópopov, is written. To the right, a man painted 





! THURN, Skylitzes, p. 21, 9 - p. 23, 55. 
? The same chapter heading is found in Skylitzes Neapolitanus, fol. 12r. 
3 THURN, Skylitzes, 24, 66-69. 
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in a larger scale indicates the entrance of a building, suggesting the Skyla Gate, 
through which the procession should pass in order to reach the Hippodrome. Soldiers 
surround the palace, equipped with lances, axes, banners and shields (to BagiAikov 
TaAdtiov kai oi TAY aUAnv duAarrovreg petà THV roO MixanA). To the right, oi Trepi Tov 
MixarjA is written. 

The size of this miniature is larger than most of the other ones. The Illustrator 
covered not only the space initially reserved for it, but also the entire upper margin of 
this folio. 


Text: The conspirators broke into the palace, put Leon's wife and four sons in a boat 
and banished them to the island of Prote; his sons were castrated." 


Miniature 50, fol. 26r, bottom (Fig. 49): This miniature does not appear in the vicinity 
of this text, but in the lower part of the previous folio. A vaulted building with opened 
doors is shown, suggesting the palace. At the entrance, a figure pushes the empress 
away. A second figure likewise pushes the four sons of the emperor (caption: oi mepi 
Tov Miyand £&u80o0vreg Tv paciAeitov Tv yuvaika aüroO cüv rolg TETTAPGIV UIOIC 
aüro0). The boat to the right, an almost indispensable element for exile scenes, 
shows the exile of the members of the imperial family; the heads are unfortunately 
badly flaked, as are several other parts of this miniature. A hill is depicted to the right 
of this scene. In the foreground, a soldier raises a sword above four prostrate figures. 
The scene presumably alludes to the end of this passage, i.e., the castration of the 
emperors sons. It is iconographically inspired by the martyrdom of saints, the 
depictions of which are found in abundance in Menologia, manuscripts and wall 
paintings. The inscription above the boat reads as follows: oi vauTiAo! oi AKOUGAVTEG 
TAV £vexOeicav oüpavó8ev þwvův rrjv ónAo0cav róv BaciMégg dóvov. It is inspired by 
the last lines of the previous chapter, written above this miniature; it recounts that 
Leon V was murdered in December, around the tenth hour of the night; it is said, that 
a voice from heaven announced his fall to several people, among them a few sailors, 
who recorded the hour and later concluded that the voice had told them the truth.? 
This inscription must be regarded as a later addition by a scribe who, after reading 
the passage describing the miracle with the sailors, searched for a picture in the 
vicinity and mistakenly identified this boat as that for which he was looking. 

Concerning the shifting of this miniature to its present position, one may suggest 
that in a previous stage of copying the scribe forgot to leave space for the illustration 
of the exile of the empress and her sons. The artist consequently painted in the 
space which was available in the lower part of the previous folio. Another equally 
possible explanation is that the scribe indeed left space for both miniatures, but the 
artist mistakenly interchanged their position. The shifting of the miniature took place 
earlier than the addition of the wrong inscription mentioned above. 


! THURN, Skylitzes, 24, 69-74. 
? THURN, Skylitzes, 23, 56-64. 
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Text: Michael Travlos was released from prison and ascended the royal throne still in 
chains, because the key was kept in Leon's chest. All notables of the palace 
proclaimed him emperor and honoured him as such in proskynesis.' 


Miniature 51, fol. 26v, bottom (Fig. 51): The miniature is painted above the passage 
describing the proclamation of Michael Il. Michael Travlos is shown enthroned in 
frontal view, wearing a crown and having a halo; he is clad in imperial garments with 
the loros and holds the red akakia in his left hand. He brings his right hand in front of 
the chest. A dignitary stands to the left, raising the right hand in a gesture of 
acclamation. Several dignitaries are arrayed to the right, looking in different 
directions. Only the first one raises his hands, while the others keep them veiled in 
front of their chest. The miniature is captured: ó 5è Mixar ó é& Apopiou we eixe 
SEGUOIS TH Opdvw £rrikaOrgag TH paciAiki avayopeveta BaciAeUc. Above the group 
of dignitaries, the chapter heading, avappnaig Mixar roO TpauAo0 roO £E Apopiou, 
is written. 

The chain details mentioned in the text were not represented by the artist. The 
depiction of Michael Travlos as a crowned emperor is a cliche. 


Text: Skylitzes, in recounting the past of Michael Travlos, mentions that a gypsy 
prophesied a general that Michael Travlos and another man would soon become 
emperors. The general invited Michael and the other man to a banquet, thereby 
ignoring others of higher rank. He brought his daughters and offered them to the 
guests as wives. This at first arose astonishment, but it was later regarded as a 
divine intervention.? 


Miniature 52, fol. 27v (Fig. 52): The miniature illustrates the banquet, which is 
narrated directly above it. Three female figures, inscribed as ai Ouyaré£paig TOU 
orparnyo0, are depicted to the left. They wear long mantles and their heads are 
decorated with bands. In front of them, their father, clad in a long robe, introduces his 
daughters. The following inscription is written above him: Kai rj rpárreGa. Kai WG 
EVULEVETO TAG Ouyarépag roig &&voig Ò otpatnyos MixarjA rà eipnuévw TpauAO kai 
TQ GAAW. Five men sit at a table. At its head, an emperor in golden costume is 
portrayed, who resembles Michael Il in the preceding miniature. He is inscribed as ò 
orparnyóc. He looks to the left and stretches out his right hand. The figure sitting 
next to him raises his right hand and seems to converse with him. Above this figure, 
the inscription, ó Aéywv T® orparnyQ Trepi TOU MixarjA wç rrepiónrog £otrai, is 
written. 

The illustrator painted Michael Travlos as emperor to stress the fact that Michael 
later would indeed become emperor, as the gypsy had prophesied. The two 
inscriptions referring to him, wrongly identify him as the general. They refer to an 
event, which is not represented. The prophecy and the banquet are two separate 
episodes in the Chronicle. Presumably, the archetype contained two scenes at this 


— « ,.—— eS 
! THURN, Skylitzes, 24, 75-79. 
? This chapter heading is identical to that in Skylitzes Neapolitanus, fol. 14r. 
3 THURN, Skylitzes, 26, 32-47. 
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point, one illustrating the prophecy and a second depicting the banquet with Michael 
Travlos. In the copying process, the two scenes were probably conflated, whereby 
the general was shown only once introducing his daughters and the Captions 
referring to him were wrongly related to Michael Travlos.1 


Text: Michael II banished Theodosia, the wife of Leon V, to the Despoton monastery 
and the sons of Leon V, Theodosios and Konstantinos, to the island Prote. 
Theodosios died and Konstantinos, who took the name Basileios, lost his voice after 
his castration. He prayed in front of an icon of St. Gregory, in order to regain it. An 
image of the saint appeared then before him and told him, “take this candle and read 
during orthros.” Konstantinos believed his words and read in a splendid and clear 
voice. He consequently renounced iconoclasm.2 


Miniature 53, fol. 28r (Fig. 53): The miniature is divided into two parts, demarcated by 
buildings. Theodosia is shown inside a domed building, suggesting the monastery in 
which she was confined. She is clad in golden garments and is still wearing a crown 
(caption: rj BaciAic Godadiouevn èv TA povĝ rv AeorrorGv rN yuvrj A£ovroc BaciMéuq 
TOO Appeviou). The second scene refers to the passage written below the miniature. 
The miracle of St. Gregory is illustrated in two stages: Konstantinos is portrayed as 
an elderly monk standing within the monastery (TO povaoriüpiov); he leans on a cane 
and brings his hand to his face, a gesture which can only mean he is mute. He is 
again depicted sitting and holding a book, on which the text is written that he read. A 
novice with a semantron is shown to the left in order to denote that he miracle takes 
place during the orthros, the morning service. 


Text: After Michael Travlos became emperor, he received a letter from the Patriarch 
Nikephoros asking him to restore the veneration of the icons. Michael Il answered 
that he would not change the faith, but every one would be allowed to believe in what 
he thought it was right. He did not, however, keep his promise; on the contrary, he 
became more and more cruel against the iconophiles.3 


Miniature 54, fol. 28v, top (Fig. 24): The miniature is painted between the lines of this 
passage and illustrates in two scenes the exchange of letters between the patriarch 
and the emperor. On the left, the patriarch is portrayed under a baldachin-like 
structure. He sits in three-quarters view and raises the right hand. The caption reads: 
Ò rrarpiápxng Niknddpoc atroaTéAAWV Ypaórv rrpoc Bacia MixarjA Tov ££ Apopíou 
TOV TpauAdv Trepi TOv Beiwv eikÓvuv Kai AVAKANGIV Ths EvUGEBEiac. Three men with 
a ERE CR 


' Skylitzes almost literary repeats THEOPHANES CONTINUATUS, 44, 11-45, 5. 
GENESIOS, 22, 61-23, 79, recounts this episode in a similar manner. 

? THURN, Skylitzes, 26, 54 - 27, 70. The following chapter heading is written in the lower 
margin: mepi rfjg kað’ Grrvouq ÓpiAcÓOng t£ikÓvog Tod ayiou Fpnyopiou tod OtoAóyou 
Kwvotavtivw TO ul) A£ovri Tod BaciAéc tod Appeviou. The Skylitzes Neapolitanus, fol. 15v, 
has an identical chapter heading. 

3 THURN, Skylitzes, 27, 71-28, 85. In the upper margin is written: rrepi rfj rrapakArjoeuq 
TOU Ev ayiolg Niknddpou tod TATPIAPXOU TPÒÇ Tov BagiAéa mepi TOv åyiwv cikOvwv. The same 
chapter heading appears in Skylitzes Neapolitanus, fol. 16r. 
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white skaranika headgears are arrayed in front of him. In the middle, two figures are 
depicted, from which the first one looks in the direction of the patriarch. The second 
figure turns to the right, to the next scene. The emperor is shown there, in front of a 
building, enthroned in three-quarters view and raising both hands in a gesture of 
refusal (ò BaciAeUc Mixana ó ¿£ Apopiou ò TpauAóc). A guard is standing behind him. 
A figure with a skaranikon, representing one of the envoys of the patriarch, slightly 
bends in front of the emperor. Behind him, one sees another guard with an oval 
shield. 

The two figures in the middle, looking in opposite directions, are used by the artist 
as an instrument to connect the two scenes which took place during different times 
and places. 


Text: Michael II ordered his son, Theophilos, to slay the iconophile bishop of Sardeis, 
Euthymios, by beating him with oxen sinews.1 


Miniature 55, fol. 28v, bottom (Fig. 99): The miniature is painted below this passage 
and illustrates it in two scenes, reading from right to left. The Emperor Michael II (ò 
BaoiAeug Mixañà ó €€ Apopiou 6 Tpauàòç) is shown enthroned in front of a building. 
He commandingly stretches out his right hand to give an order. The antithetical 
Stance of the man in front of him, Suggesting Theophilos, denotes his eagerness to 
execute the order. In the middle, two figures in vivid stances and gestures visualise 
the commotion caused by the command of the emperor, or the execution of it. On the 
left, the martyrdom of the bishop Euthymios is depicted. He is shown hovering above 
the ground in a horizontal position. Two executioners whip him. The following 
inscription is written between them: 6 HaKapitng EvuGuuIog ó Lapdéwv mpótópoq 
OVNOKE! TUTITOLEVOG. 

The iconography of the execution of Euthymios is a fopos, found in relevant 
martyrdom scenes. The hands and legs of the martyrs are usually bound to two 
poles. During the copying process of this scene, the illustrator omitted the poles, as a 
result of which the patriarch seems to hover in the air. 


Text: A civil war broke out, which was lead by Thomas the Rebel. Several stories 
circulated about Thomas. According to one of them, he descended from a poor family 
of barbaric ancestry and had to work hard, even to beg, in order to survive. He 
moved to the capital, where a senator employed him. Thomas even dared to 
dishonour the marriage bed of his master.2 


Miniature 56, fol. 29r (Fig. 56): The miniature, painted below this passage, shows a 
figure with outstretched hands at the entrance of a house. A man in an excited 
Stance is depicted in front of it. To the right, one sees a man in imperial garments, 
enthroned in front of a building. He raises the right hand in a gesture of speech. A 


! THURN, Skylitzes, 28, 85-91. 
? THURN, Skylitzes, 29, 18-28. The heading to this chapter is written in the right margin: 
Tepi THS árrogracíag TOU Owpáà. The same heading appears in Skylitzes Neapolitanus, fol. 16v. 
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man in the centre of the miniature hurries with wide steps towards the emperor. Two 
standing figures calmly watch him arrive. 

The scene on the left cannot be identified with certainty. On the right, the emperor 
is identified by an inscription as ò atoaTatTng Owpâç. Although rebels are frequently 
depicted as emperors, it is doubtful whether Thomas is meant here. This scene 
probably illustrates the announcement of the rebellion by Thomas to the Emperor 
Michael II.1 


Text: Thomas the Rebel was seen committing an offence and fled to the Arabs, 
because he was ashamed of it, or afraid of the consequences.2 


Miniature 57, fol. 29v (Fig. 57): The miniature illustrating this passage is painted 
below it. It shows a boat with Thomas in it wearing a crown (caption: 6 Owydc 
deuywv rrpóc roüc Ayapnvouc). Several oarsmen are depicted, a few of them with 
dishevelled hair. A group of men bearing pointed, white headgears, usually worn by 
dignitaries (e.g., fol. 10v, Fig. 3), can be seen among the passengers. Three 
trumpets protrude in the background and a flag decorated with a cross. A hill with a 
tower on top is displayed on the left. 

The miniature has a rather triumphal character and does not satisfactorily render 
the meaning of the above-mentioned passage. The presence of the dignitaries, the 
representation of the trumpets and the flag suggest an expedition rather than an 
escape. The illustrator, who obviously did not read the text, probably embellished his 
model. 


Text: According to a different version, Thomas was one of the men who had 
accompanied Bardanios to the monk of Philomilion. The monk had also made a 
prophecy about Thomas, who was later appointed by the Emperor Leon V as 
commander of the battalion of doidepato!. When he heard that Michael Travlos had 
assassinated Leon V, he allegedly wanted to revenge his benefactor, but actually 
intended to realise his own plans. He assembled a large army to fight against 
Michael II, starting from the theme of Anatolikon.3 


Miniature 58, fol. 30r (Fig. 58): The miniature is painted below this passage. A 
cavalcade is arrayed, lead by a banner-bearer on a white horse. Thomas is depicted 
among the riders, clad in military costume and wearing a crown. The caption above 
him reads: 6 Oups KIVÕV Tov oTpaTov. 


Text: Thomas the Rebel assembled a great number of men for his war against the 
emperor. The battles which followed caused many victims; the earth was covered 


a ee ee ee 

1 See also GRABAR-MANOUSSACAS, Skylitzés, 32. ESTOPANAN, Skyllitzes, 62, claims 
that the miniature illustrates the episode with Thomas the Rebel and the senator. The other 
literary sources recount a similar Story to that of Skylitzes (GENESIOS, 25, 50-58; 
THEOPHANES CONTINUATUS, 50, 17 - 51, 4). 

? THURN, Skylitzes, 29, 28-30. 

3 THURN, Skylitzes, 30, 53-65. 
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with blood. Some of the cities went to the side of Thomas out of fear and some were 
captured and plundered. Asia in its entirety was completely devastated and subject to 
Thomas, except for the themes of Opsikion and Armeniakon. 1 


Miniature 59, fol. 30v (Fig. 59): The miniature, painted below this passage, illustrates 
the capture of a city by Thomas. Two vaulted buildings, labelled as ñ Agia, are 
shown to the left. At the entrance of each building, stands a man with raised hands. 
In the middle, a battle scene is illustrated. Several soldiers lie decapitated on the 
ground; a white horse without rider is fleeing. A horseman in frontal view bears a flag 
decorated with a cross. To the right, Thomas (ô Owpâç) is depicted on horseback, 
wearing a crown. Another rider accompanies him. The miniature is captured, oi 
EUPUAIO! TOAELO! kai ai aiparoxuoíat. 


Text: When the Arabs heard of the civil war in Byzantium, they were very pleased. 
They seized the opportunity and ravaged all the country and every island. Thomas 
the Rebel was afraid that his soldiers would desert him of fear of the Arabs. He 
negotiated with the Arabs and promised them Byzantine lands.? 


Miniature 60, fol. 31r, top (Fig. 60): The miniature is painted below this passage; it 
illustrates the negotiations between Thomas and the Saracens. Thomas is shown on 
horseback in the middle, wearing a crown as usual and addressing the Saracens 
(caption: 0 Owpàg OpIAQv roig 2apakryvoig kai ópóvoiav ET avTwv TroiwWv). His 
companions are arrayed behind him (oi tod Owyda). The Saracens (Zapaxknvoi) are 
identically equipped as the Byzantines. The banner of the Saracens is wrongly 
decorated with a cross. 


Text: Thomas the Rebel, clear of the Arabs, crowned himself with the diadem; Job, 
the patriarch of Antiochia, proclaimed him emperor in his city. After the Emperor 
Michael Il was informed about the rebellion of Thomas, he sent an inadequate army 
against him. Thomas defeated it; part of the imperial army was killed, the rest fled.3 


Miniature 61, fol. 31r, bottom (Fig. 60): The miniature illustrates the battle between 
the imperial army and the troops of Thomas the Rebel, recounted in the passage 
above it. Two cavalries, inscribed as oi Tod BaoiAgwe to the left, and oi Tod Oupà to 
the right, are displayed. Thomas' troops attack the emperor's soldiers with raised 
swords. Several soldiers lie dead on the ground. The bearded soldier in the middle of 
the miniature possibly shows Thomas. 


Text: Thomas equipped several warships and loaded transport boats with horses and 
grain. He conquered the imperial fleet and assembled his armada near Lesbos. He 
then advanced with eighty thousands men towards Abydos, in order to pass to the 
other side.^ 


1 THURN, Skylitzes, 30, 76 - 31, 86. 
? THURN, Skylitzes, 31, 91-6. 

? THURN, Skylitzes, 31, 6 - 32, 20. 
^ THURN, Skylitzes, 32, 20-25. 
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Miniature 62, fol. 31v, top (Fig. 61): The miniature is painted below this passage. 
Abydos is shown to the right as a round fortress (n ABudoc). Several ships are 
arrayed on the sea, which is defined in the upper part of the miniature by a golden 
stroke. They not only transport soldiers, but also horses, siege towers and other 
military equipment. The caption to the left reads, oró^og TOU Owpâ kai aüróc ò 
Owpág TEpwWv rrpóg rrjv ABudSov auv TH OTPATO). 


Text: Thomas the Rebel conquered all fortresses on his way. There was one village, 
however, which remained loyal to the emperor. Thomas sent his adopted son against 
it. The latter thought that the village was undefended and fell into an ambush set by 
the general Olvianos, who decapitated him and sent his head to the emperor.’ 


Miniature 63, fol. 31v, bottom (Fig. 62): The miniature is painted between the lines of 
this passage. Several small edifices in three rows are depicted to the right; they 
exhibit the fortresses captured by Thomas the Rebel, but are wrongly identified as 10 
Kágrpov £v W fjv ò OABiavóg ó roO BaciAéuc Eva kai TOV ElOTTOINTOV uióv TOU Ocupa 
OUOXWV Kai Kreivag eic BagiMéa méme An emperor is portrayed enthroned in the 
middle, inscribed as ó OABiavóc. He is surrounded by a dense group of men, among 
which are soldiers holding lances. A soldier raising his sword is depicted to the left; 
he steps on a prostrate figure, which is identified as 6 uióc ToO Owyâ. 

The miniature shows the decapitation of Thomas’ son on the left. In the middle, 
the emperor is portrayed, whom the inscription wrongly identifies as Olvianos. The 
passage states that Olvianos sent the head of Thomas' son to the emperor.? The 
miniature, however, shows the executioner, possibly Olvianos himself, in front of the 


emperor. Since the other sources, which contain this episode recount it in a similar. 


manner to the Skylitzes Chronicle, one may assume that the scene signifies the 
decapitation on behalf of the emperor and the dispatch of the head to him. The 
depiction of a soldier, who triumphs in front of the emperor, is a well-known /opos in 
the imperial iconography.? 


Text: Thomas the Rebel annihilated the imperial army and navy. The emperor was so 
frightened, that he protected the inner sea (the Golden Horn) with an iron chain, 
spanned between the acropolis of Constantinople and the opposite suburb.4 


Miniature 64, fol. 32r (Fig. 63): The miniature is painted below this passage. The 
acropolis of Constantinople is exhibited to the left (rj àkpórroAic). The sea resembles 
a half circle, in which several ships are depicted (Ò TOO Owpà oróAoc). A thick chain 
is stretched from the acropolis to the right end of the sea. The miniature is captioned: 
fjv £reivev ó BagiAeUG GTO rfjg ÓKporróAEugG EWS TO KATAVTIKOU oidnpav GAuOOV. 


ee St 
1 THURN, Skylitzes, 32, 25-32. 
? The episode is recounted in a similar way in GENESIOS, 26, 95-27, 4, and 
THEOPHANES CONTINUATUS, 56, 11-14. 
3 See below, the chapter on the Iconography. 
^ THURN, Skylitzes, 33, 46-51. 
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Text There was a general called Gregorios, who was exiled to Skyros, one of the 
Cycladic islands; he was a nephew of the Emperor Leon V. After the assassination of 
the latter, the general often criticised the Emperor Michael Il Travlos, and was 
therefore sent into exile. Thomas the Rebel appointed him general of an army of ten 


thousand soldiers. The entire forces of Thomas attacked the walls of Constantinople 
from all sides. 


Miniature 65, fol. 32v, top (Fig. 64): The miniature is painted below this passage. 
Constantinople is shown as a complex structure with several buildings behind the 
walls (ñ KwvotavtivoutroAic). A few soldiers are depicted in the ramparts, on which 
also one round and two oval shields are attached. A group of riders holding lances 
and banners attacks the city with bows from the left. Two soldiers try to open a gate 
with axes. A haloed horseman with a banner observes the siege. An inscription 
identifies him as ò £vakópioc auv TH OTpATW TOU Oupà.? 


Text: After a while, Thomas the Rebel also came to Constantinople and the siege 
intensified. He was not successful, however, because the defenders strongly resisted 
and kept the siege engines away. Thomas the Rebel presumed that the citizens of 
Constantinople, out of their hatred against Michael I! Travlos, would open the gates 
of the city as soon as he appeared in front of them; but on the contrary, they insulted 
him instead. Thomas then camped in the quarter of Paulinos, where the church of the 
Sts. Anargyroi was located.3 


Miniature 66, fol. 32v, bottom (Fig. 65): The miniature is painted below this passage. 
Thomas is depicted to the left among a group of horsemen. A few soldiers are shown 
in the ramparts of Constantinople, which is depicted to the right as a polygonal 
fortress. A huge stone falls on the assailants; two of them attack a gate, just as in the 
previous miniature. The peculiar construction in the middle of the scene denotes a 
siege engine, behind which a few soldiers appear to seek protection.^ The defenders 
have thrown a large stone on it. The inscription written above, rj rrapeguBoAr] roO 
Owpâ (the camp of Thomas), is based on the text and not on the picture. The 
inscription oi Ayio! Avapyupo wrongly identifies a church within the walls of 
Constantinople as the church Sts. Anargyroi; but the Paulinos quarter in which this 
church was situated was outside the city walls.5 





1 THURN, Skylitzes, 33, 51 - 34, 63. GENESIOS, 27, 22, also calls the general I pnydpios, 
while THEOPHANES CONTINUATUS, 57, 19, names him l'onyópioc ó Aeyópevog TTEPWTÓG. 

? On the problems raised by the word of the inscription £vOKÓpioc, see GRABAR- 
MANOUSSACAS, Skylitzés, 8-9, and ŠEVČENKO, Skylitzes, 129-130. 

? THURN, Skylitzes, 34, 63-74. 

^ Nikephoros Ouranos (ca. 1000 A.D.) describes a siege machine of this kind, called /a/sa, 
in his 7aktika, chapter 65, 14-15. The text and a translation in English is published by 
MCGEER, Dragon's Teeth, 158. 

5 On this church see JANIN, Églises, 286-289. The quarter of Paulinos was identified as that 
of Eyup. 
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Text: Thomas the Rebel observed from a distance how Michael Il erected the war 
sign on the roof of the Theotokos Church in the Blachernai. From there the emperor 
encouraged his soldiers to fight against the enemy. His son, Theophilos, made a 
procession together with the patriarch and his troops along the walls, bearing the 
Holy Cross and the garment of the Mother of God (€a@r<¢).1 


Miniature 67, fol. 33r (Fig. 66): The miniature, painted below this passage, 
supposedly depicts the Blachernai Church.? It has three vaults and pediments; the 
sanctuary is shown to the right. The lunette is decorated with a badly preserved 
figure, presumably the Virgin. The patriarch and Theophilos are portrayed in the 
middle (ó Tratpiapxng kai ò OeddiAoc uióg Mixar]A). They gesture to the direction of a 
bishop, slightly bending forwards and holding a small patriarchal cross (kai To Tod 
oTaupou rípyiov &0Aov). A group of bishops and another group of men, among whom 
there is a soldier, are shown behind him. One of the bishops holds a red cloth, which 
probably suggests the garment of the Mother of God. 


Text: Thomas the Rebel decided to attack Constantinople in the spring by land and 
from the sea. He tried to destroy the walls with siege engines from the bay of 
Blachernai.? 


Miniature 68, fol. 33v (Fig. 67): The miniature is painted below this passage. On the 
left, two ships display the fleet of Thomas (aróAoc roO Owpâ). The soldiers are 
equipped with lances: one of them holds a sword and raises his shield in order to 
protect himself from two approaching javelins. Constantinople (ñ TIOAIC) is depicted to 
the right, defended by several soldiers in the ramparts, among them archers. The 
siege engines mentioned in the text are not shown. 


Text: Michael Il unsuccessfully negotiated with a few of the companions of Thomas 
the Rebel to end the civil war by promising them amnesty and rewards. He then 
encouraged his own soldiers to open the gates and unexpectedly attack the enemy. 
The surprise attack succeeded, the rebel army was severely destroyed, and Michael 
Il gained a splendid victory.4 


Miniature 69, fol. 34r (Fig. 68): The miniature is painted below this passage. The 
emperor is portrayed in the middle (6 BaciAeUq MixarjÀ); a guard stands next to him. 
He sits on a throne under a baldachin and addresses a man with veiled hands, 
standing in front of him. This man is pictured larger than the other secondary figures 
of the scene. A soldier is with him. Another group of soldiers, holding lances and oval 
shields, is depicted in front of an architectonic complex to the right. This scene shows 
the negotiations of the emperor with the companions of Thomas. To the left, soldiers 


TEE as RES 
! THURN, Skylitzes, 34, 76-84. 
? On this church see JANIN, Églises, 161-171. On the representation of churches in this 
manuscript, see the chapter on the Iconography. 
3 THURN, Skylitzes, 35, 12-18. 
4 THURN, Skylitzes, 35, 18 - 36, 30. 
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come out of a pylon, meant to represent one of the gates of Constantinople. The 
inscription, oi £&&pyxópevol Sia (Ov TTUAIOWV, refers to this scene. 


Text Gregorios, the aforementioned general of Thomas the Rebel, secretly 
contacted the emperor through a monk of the Stoudios Monastery and deserted with 
a few of his men. Thomas attacked Gregorios with his soldiers, captured him while 
he tried to escape, and killed him.’ 


Miniature 70, fol. 34v, top (Fig. 69): The miniature, which is preserved in a bad state, 
shows Thomas at the head of his horsemen pursuing Gregorios and his men. Two 
decapitated soldiers lie on the ground. The caption reads, 0 Owpág avaipwv Tov 
l pnyópiov. 


Text: Thomas the Rebel gathered a fleet of 350 Ships in the Berydes. The imperial 


fleet suddenly attacked it at night, captured several ships and burned a few with the 
Greek fire.? 


Miniature 71, fol. 34v, bottom (Fig. 70): This interesting miniature is painted below 
this passage. It illustrates the burning of the fleet of Thomas. A sailor on the prow of 
a ship with a few men in it holds a siphon. Flames, suggesting the Greek fire, sprout 
from it and surround the ship of the enemy. A tower is depicted to the right. The 
scene is captioned, oróAoc Pwpaiwv rruprroAOv TOV TMV EvavTiWwv OTOAOV. 

This miniature is of great importance, because it is the only picture of the Greek 
fire preserved. It enriches our knowledge provided by the written sources on this 
frightful, secret Byzantine weapon. 


Text: When Mourtagon (Omurtag, 814-831 A.D.), the King of the Bulgarians, heard 
that Constantinople was besieged, he Secretly sent a messenger to the emperor 
offering his help. This was, however, rejected by Michael Il, to save money among 
other reasons (he was a most stingy emperor). Despite this, Mourtagon prepared an 
army to fight against Thomas the Rebel and camped near Kedouktos. He did SO, 
because he enjoyed war and because he wanted to ratify and strengthen the thirty- 
years armistice previously signed by the Emperor Leon.3 


Miniature 72, fol. 35r (Fig. 71): The miniature is painted below this passage. 
Mourtagon, inscribed as Mouptaywv 6 BaciAgUqG BouAyapwy, is portrayed sitting on a 
field-chair under one of the four tents depicted here. He addresses a man standing in 
front of him, introduced by another man. Two horses are depicted to the left, fastened 
at a tree at the feet of a hill. 

The miniature obviously shows the arrival of the messenger in front of Mourtagon, 
who denotes the negative answer of the Byzantine emperor with his gesture. The 


1 THURN, Skylitzes, 36, 37-50. 
2 THURN, Skylitzes, 36, 50 - 37, 60. 
3 THURN, Skylitzes, 37, 71-84. 
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horses to the left are a code, frequently used in this Chronicle to denote an 
embassy. ' 


Text: Thomas the Rebel was at first distressed by the involvement of the Bulgarians, 
but considered himself capable of facing them. But when the battle took place, he 
was defeated and suffered great losses. 

Miniature 73, fol. 35v, top (Fig. 72): The miniature below this passage shows the 
Bulgarian troops under the leadership of Mourtagon pursuing Thomas’ army (ò 
BaciAeuc BouAyapwv diwkwv róv Owpâv). A rider falls from his horse, while another 
one lies decapitated on the ground. The scene reads from right to left and so does 
the inscription. 


Text: After his victory, Mourtagon proudly returned to his country. The fleet of 
Thomas the Rebel, which still besieged Constantinople, heard of the defeat and went 
over to the emperor's side.? 

Miniature 74, fol. 35v, bottom (Fig. 73): The miniature illustrating this passage is 
painted below it. A fortress is displayed to the left. In the sea, two ships are depicted: 
the crew of the left ship is made up of soldiers, while that of the right one, is made up 
of men in tunics; this ship alludes to the fleet of Thomas which went over to the 
emperor's side. The caption reads: oi roO àrroorárou Ouwpá vaurikoi Trpooxupo0ct 
TW BaciAei Mixar]A TW TpauAQ. 


Text: Thomas the Rebel was still dreaming of becoming emperor. He raised the 
siege of Constantinople and assembled all his forces in the plain of Diavasis. Michael 
il gathered a considerable force and named Katakylas and Olvianos as their leaders. 
He placed himself at the head of the scho/a/ of the palace and the hetaireiai, and 
marched against Thomas, wishing to decide the battle with a frontal attack. Thomas 
instructed his soldiers to pretend that they wanted to flee, and then to suddenly turn 
and attack the enemy. This plan did not work, however. His soldiers, tired of the war 
and not having seen their families for a long time, took advantage of the situation and 
fled.4 


Miniature 75, fol. 36r (Fig. 74): The miniature is painted between the lines of this 
passage. The imperial cavalry, inscribed as Pwyaioi, pursues the soldiers of Thomas 
(oi TOO Owpà deuyovrtec). 


Text: Most of the soldiers of Thomas the Rebel went over to the side of the emperor. 
Thomas himself sought refuge in Adrianople with a few of his men. The Emperor 


! Cf. fols. 19v bottom, 20v top, etc. (Figs. 30, 32) 
? THURN, Skylitzes, 38, 87-1. 

3 THURN, Skylitzes, 38, 1-7. 

4 THURN, Skylitzes, 38, 7 - 39, 34. 
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Michael Il pursued him. The illegitimate son of Thomas, Anastasios, fled to the 
fortress of Bizye.' 


Miniature 76, fol. 36v, top (Fig. 75): The miniature is painted below this passage and 
illustrates the retreat of Thomas to Adrianople. His soldiers are shown entering the 
city, pursued by two groups of horsemen, inscribed as Pwpaîoi. Adrianople is 
pictured to the left as a fortress consisting of three towers, of which the outer two 


were partially left unpainted. The caption of the miniature reads, ó Qwyds devyel £iq 
AdpliavouTroAiv. 


Text: The Emperor Michael I! decided to besiege Adrianople without using siege 
engines, because he wished to avoid a civil war and because he did not want the 
Scythes, who lived near Adrianople, to learn about the Byzantine siege engines. He 
wanted his opponent to surrender by starving him. He therefore encamped near 
Adrianople, protected himself with trenches and palisades, and besieged the city.? 


Miniature 77, fol. 36v, bottom (Fig. 76): The miniature is painted between the lines of 
this passage. Michael Il (ò BaciAeUc MiyanA ó TpauAógc) is portrayed enthroned under 
a tent and raising his hand. A man in front of him indicates the siege with both hands, 
which takes place to the left. A group of riders with lances, inscribed as Pwuaiol, 
attacks Adrianople (ñ AópiavoUrroAic). On the walls of the city, two defenders throw 
stones and a third one lances the enemy. A man tries to open a gate with an axe. 
The miniature reveals a customary siege scene. 


Text The starving dwellers of Adrianople secretly negotiated with Michael Il, 
captured Thomas the Rebel and brought him to the emperor in chains. The emperor, 
in accordance with the tradition, put his foot on Thomas' neck and cut off his arms 
and feet. He then put him on a donkey and paraded him through the camp.? 


Miniature 78, fol. 37r (Fig. 77): This extraordinary miniature is painted between the 
lines of this passage. It contains three scenes, which are arranged in an unusual 
order of sequence. The first scene is painted on the left and shows two men leading 
Thomas the Rebel out of Adrianople; Thomas' hands are tied to his back. The 
second scene is placed on the right and shows a ca/catio. The Emperor Michael Il is 
portrayed enthroned under a tent; he has a halo and is clad in military costume. He 
sets one foot on the neck of the prostrate Thomas (ò Owpâç) and stretches his hand 
out in the direction of the victim. Several figures attend the ceremony. The third 
scene is painted in the middle of the miniature. Thomas, still wearing a crown, sits 
backwards on a donkey. Blood flows from his cut hands and feet. Several horsemen 
accompany him, two of whom are wearing crowns. The miniature is captioned: o 
Owyac Katacye@eic rapa Tod oikeíou Aao0 Sedepevog rjx8n TW BaolAcl MiyanA TO 
TQauAQ. 





1 THURN, Skylitzes, 39, 34-38. 
2 THURN, Skylitzes, 39, 38-45. 
3 THURN, Skylitzes, 40, 51-61. 
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Four miniatures, painted on fols. 36r-37r, illustrate the defeat and escape of Thomas 
the Rebel to Adrianople, the siege of Adrianople by Michael Il and the capture of 
Thomas. The Bulgarian Manasses Chronicle also illustrates the defeat of Thomas, 
but with one miniature, on fol. 150r.! It shows the imperial troops led by Michael Il 
and the defeated cavalry of Thomas fleeing. Thomas turns back and stretches out his 
hands. Michael ll touches his crown. This miniature clearly follows a different pictorial 
tradition than the illustration of the Skylitzes Matritensis. 


Text: Thomas the Rebel died in October. The men of the fortress of Bizye heard of 
the fate of Thomas and realised the impending danger. They tied up hand and feet of 
his illegitimate son, Anastasios, and delivered him to the emperor. He suffered a 
similar punishment to his father and died.? 


Miniature 79, fol. 37v (Fig. 78): The miniature illustrates the passage written above it. 
Anastasios is depicted with hands bound on his back outside a fortress, suggesting 
Bizye. He is led to the Byzantine emperor, who is shown to the right, enthroned in an 
aedicula. Several men are arrayed in front of him, connecting the two protagonists of 
the scene. The miniature is captioned, Tov Avagráciov cuocyxóvreg oi aüroü 
OESELEVOV rjveykav TW BAGIAEi. 


Text: After the end of the rebellion of Thomas, two fortresses were still against the 
emperor: Kavala, held by Choireas, and Saniana by Gazarenos. The two rebels 
rejected the amnesty and the title of magistros offered to them by the emperor. The 
emperor persuaded the citizens to close the gates to the two rebels, after they had 
gone out of the fortresses for their usual raids. The rebels tried to flee to Syria, but 
the generals who guarded the borders captured them: they were impaled.? 


Miniature 80, fol. 38r, top (Fig. 79): The miniature, consisting of two scenes, is 
painted below this passage. A man stands at the entrance of a building and pushes 
away two men. They represent Choireas and Gazarenos, who board a ship with 
three soldiers, in order to escape to Syria. In the second scene, the soldiers of 
another ship attack the ship with the rebels. The corpses of two soldiers drift on the 
see. A soldier is depicted standing at the feet of a hill. He presumably show one of 
the generals guarding the borders. The caption to the miniature reads, Xoipéac kai 
[aGapnvóg oi drrocrüra! Trapà TOv  rüq üákpag Tnpoüvruv  cuAAndOÉvreg 
avEGkoAorrícOncav. 

The artist assumed that the escape of the rebels, which is recounted in the text, 
took place by sea. The inscription, mentioning that the rebels were impaled, does not 
elucidate the picture, but is based on the text. 


Text: When the rebellion of Thomas began, the Arabs of Iberia, living near the Ocean 
(they are called Spaniards), demanded from their leader Apochaps (called 





1 DUJCEV, Manasses-Chronik, fig. 55. 
? THURN, Skylitzes, 40, 67-76. 
3 THURN, Skylitzes, 41, 87-95. 
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Amermoumnes in their native tongue) to colonise a new territory; their own land 


could no longer supply them with the essential means to live, because they had 
become too numerous. 


Miniature 81, fol. 38r, bottom (Fig. 80): The miniature is painted below this passage. 
Amermoumnes (0 óugeppouyuvhü) is depicted sitting in front of an edifice and 
addressing six 'Arabs' in military costume, who are arrayed in front of him. They raise 
their hands in a gesture suggesting their appeal. The caption reads: ri) àpeppoupvĝ 
IKérat TIPOGEPXOVTAI oi rrpóoyxupot TH wkeav@ Ayapnvoi. One may observe, that the 
Arabs are clad in military costumes, which generally are similar to those of the 
soldiers depicted elsewhere in this manuscript. 


Text: Amermoumnes gladly accepted the request from his subjects. He manned long 
ships and ravaged the Byzantine islands in order to feed his people and at the same 
time to spy out whether there was a fertile island, suitable for colonisation. He sailed 
out in the spring and attacked several islands, because the Byzantine forces were 
fighting Thomas the Rebel.2 


Miniature 82, fol. 38v (Fig. 81): The miniature is painted between the lines of this text 
and illustrates the passage of the Arabs. Three ships are shown, manned with 
several soldiers. His blue tunic distinguishes one of the men, depicted in the last 
ship. The miniature is captioned as follows: oróAoq 2apaknvwv £&eigi karà Pwpaiwv 
OUV TW AUTH Gápxovri ápeppouuví| Kai 18rjpor Kai GAAOIC TOlG TPOGKWPNOAGIV AUTW). 

The part of the caption, stating that more people joined the Arabs in their 
expedition against the Byzantines, is not justified by the text. 


Text: The Arabs reached Crete and conquered it. Amermoumnes then said to his 
people: /his is the land in which honey and milk flow. They filled the ships with goods 
and returned home. In the spring, Amermoumnes came back to Crete with forty ships 
and anchored at the cape of Charax. He camped there and sent a few soldiers to 
bring booties, while the rest remained with him. He then burned all his ships and 
explained to the angry soldiers that he did so, because it had been their wish to find a 
new land; and Crete was this ideal place and they could take the female slaves as 
wives and have children.? 


Miniature 83, fol. 39r (Fig. 82): The miniature is painted between the lines of this 
passage. Amermoumnes is sitting in front of hill, of which only the preliminary 
drawing is visible. He stretches his hand out in a gesture of command. Two soldiers, 
who indicate in the direction of three burning ships, flank him. Two men on the left 
observe the event, while two more kneel in front of the ships. Their stance and 
gestures suggest the reaction of the soldiers seeing their ships go up in flames. In 
the lower part of the miniature, the sea is denoted with blue strokes of paint. 


1 THURN, Skylitzes, 42, 9-17. 
2 THURN, Skylitzes, 42, 17-26. 
3 THURN, Skylitzes, 42, 27 - 43, 49. 
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The caption reads, ó Queppoupvis Th Xapakt vnow &upaàg kai rrapeupoAryv rrfj$ag Tov 
EquTOU gróAov Gtrav karéoAe&e. The cape of Charax of the text is wrongly designated 
here as an island. 


Text The Byzantine emperor soon heard of the episode. He entrusted the case of 
Crete to the protospatharios Photeinos, general of the Anatolikon. The latter went to 
Crete, reported the situation to the emperor and asked for an army in order to expel 
the enemy. The emperor sent the protospatharios Damianos with a considerable 
military power. Damianos was, however, killed in the first attack, which resulted in the 
flight of the Byzantines. Photeinos survived and personally heralded their defeat to 
the emperor. 

Miniature 84, fol. 39v, top (Fig. 83): The miniature is painted between the lines of this 
passage. Three ships with soldiers picture the arrival of the Byzantines on Crete 
(Pwyaiol). The battle is shown to the right. The Arabs, who are depicted in front of a 
hill, attack the Byzantines. The general Damianos lies dead on the ground (ò 
Aauiaves). All soldiers are clad in identical costume. The inscription to the right 
identifies the Arabs as Cretans: Kpntai (Sic). 


Text: A monk appeared to the Arabs telling them, that they would make a mistake, if 
they settled there. As an alternative, he pointed out another place to them, called 
Chandax, which was better in every aspect. The Arabs built a city there and used it 
as a base to ransack the entire island.? 


Miniature 85, fol. 39v, bottom (Fig. 84): The miniature is painted between the lines of 
this passage. A monk in frontal view is portrayed in the middle, while pointing 
towards the left. He slightly turns his head in the direction of three deliberating Arab 
soldiers, shown to the right of the scene. A badly preserved scene is seen to the left: 
A man in front of a small building is possibly digging a ditch, rendered as a dark 
surface; it suggests Chandax (a ditch). A brush stroke in gold separates the land 
from the sea. The miniature is captioned, 0 povayxóg SeikvUwv TOV Xavoaka. 


Text: The Arabs enslaved all the cities of Crete except for one. It was then when the 
metropolitan of Gortys, Cyril, died as martyr because he refused to renounce the 
Christian faith.* 


Miniature, 86, fol. 40r (Fig. 85): The miniature is painted below this passage and 
illustrates the martyrdom of St. Cyril. Amermoumnes is portrayed enthroned, 
outstretching his hand in a gesture of command. Two soldiers stand in front of him. 
The decapitation of St. Cyril is shown to the left, in accordance with the 


1 THURN, Skylitzes, 43, 53-65. The chapter heading, mepi roO drrográrou eig Kpntny, is 
written on the right margin. 

2 THURN, Skylitzes, 43, 67-44, 73. In the upper margin, the chapter heading, mepi TOU 
UTTOdEiEavTOG uovaxoÜ0 róv Xávóaka roig Zapaknvoig kai KupíAAou unrporroAirou l'oprüvng 
papruprigavroc, is written. 

3 THURN, Skylitzes, 44, 73-75. 


THE MINIATURES AND THEIR RELATIONSHIP TO THE TEXT 81 


iconographical schema found in illustrated Menologia and other manuscripts.! The 
caption reads, 0 áyiog KüpiAAoc ó unrporroAirnc Foptuvng paptupův. 


Text: The Emperor Michael Il sent another fleet to Crete, this time under the 
leadership of the.general Krateros. He arrived with seventy ships to the island and 
found strong resistance from the Arabs. The battle was undecided until noon, but by 


the end of the day, the Cretans? took flight; several of them were killed and even 
more captured.? 


Miniature 87, fol. 40v, top (Fig. 86): The miniature, painted between the lines of this 
passage, shows the battle between the Byzantines and the Cretans. The Byzantine 
soldiers (Pwuyuaiol) have disembarked from three ships and attack the Cretans with 
arches. They are led by Krateros, clad in a blue tunic and holding a sword and a 
shield. The Cretans flee to the right, while a few of them lie dead on the ground 
(Kpfirec). 


Text: The situation completely changed during the night: the Byzantines considered 
themselves winners and began to drink and feast without night-watch or any other 
precaution. The Cretans attacked the drunk and sleeping Byzantines and killed 
them.^ 


Miniature 88, fol. 40v, bottom (Fig. 87): The miniature is painted below this passage. 
Several Byzantine soldiers (‘Pwyaiol) are shown sleeping in a cave. A group of 
Cretans attacks them with raised swords. One of the Byzantine soldiers is bleeding. 
The caption reads, Kpfjreg dovevoual roug Pwyaious. 


Text: The Byzantine general Krateros was the only one who survived the attack of 
the Cretans; he escaped on a merchant ship. The leader of the Arabs searched for 
him among the dead soldiers and captives, but as soon as he heard of his escape, 
he pursued him, finally capturing him on the island of Kos and killing him by hanging 
him on a pole.? 


Miniature 89, fol. 41r, top (Fig. 88): The miniature is painted below this passage; it 
contains two scenes. A sea battle is exhibited to the left. The soldiers of two ships 
attack each other with swords. Crewmembers with lances and banners are depicted 
behind them. Two soldiers are shown falling into the water. In the second scene, the 
execution of Krateros is painted. He is naked, with hands bound behind his back; his 
head is fastened between two crossbeams in the forking of a long pole (furca). Two 
soldiers pull the strings, in order to strangulate him. A group of soldiers is shown in 
the background, pointing towards him. The caption reads, oi Ayapnyvoi diwéavtTes kai 
cuoyóvrec TOV orparnyóv ‘'Pwpaiwv TOV Kparepóv EUAW KPEHWOI. 





1 See also the chapter on the Iconography. 

2 The text refers to the Arabs of Crete as Cretans. 
3 THURN, Skylitzes, 45, 2-12. 

4 THURN, Skylitzes, 45, 12-23. 

5 THURN, Skylitzes, 45, 23-27. 
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The artist assumed that the capture of Krateros was preceded by a sea battle. The 
depiction of an execution on a pole is exceptional.’ 


Text: Thereafter, the Byzantine general Ooryphas resumed the fight against the 
Arabs with the ‘essarakontarion army, which received its name, because forty gold 
coins were allotted to every soldier of it. He defeated the Arabs who had conquered 
the islands, either with ambushes, or in open battles, and kept the fierce advance of 
the Cretans in check. 


Miniature 90, fol. 41r, bottom (Fig. 89): The miniature is painted between the lines of 
this passage. The state of preservation is bad. To the left, a group of soldiers is 
arrayed; they stand in front of a hill with rich vegetation. They point towards an 
attack, taking place at the foot of another hill. Two soldiers are about to decapitate 
two enemies and a third one attacks a sitting opponent. The half figures of three men 
appearing from behind the top of the hill emphasise that the scene represents an 
ambush. Above the second hill, Zapaknvoi is written. Another caption between the 
two hills reads, Pupaio! cüv TH oTpaTnyw [rà K////] ro Opuda.? 


Text: During the same period, Euphemios, the leader of certain people in Sicily, fell in 
love with a nun. Just like the emperor he ignored the law, and abducted the nun from 
the convent. Her brothers reported the event to the emperor, who ordered a general 
to cut off Euphemios' nose. The latter fled to Africa to avoid the punishment. He 
persuaded the Arabs of Africa to proclaim him emperor, by offering them authority 
over Sicily and high taxes. As a consequence the Emir proclaimed him emperor and 
conquered Sicily. Euphemios returned to Sicily and acclaimed as emperor. He 
travelled around Sicily in imperial regalia. When he came near Syracuse, he 
addressed the citizens without being accompanied by his guards. Two brothers from 
Syracuse approached Euphemios and pretended that they wanted to honour him. 
Euphemios did not realise the wile and asked them to come closer, in order to return 
the honours. While Euphemios bent to kiss the brothers, one of them took hold of his 
hair and the other cut off his head. This was the way he paid for his folly.4 


Miniature 91, fol. 41v (Fig. 90): The miniature is painted below this passage. A round 
city, labelled as rj rróNig Zupákouca, is depicted to the right. The decapitation of 
Euphemios is shown to the left, in front of a church complex. Euphemios is clad in 
imperial garments and wears a crown. He bends forward and stretches out his 
hands. One of the two brothers, who are clad in military costume, grasps Euphemios 
from his crown and the other one raises his sword to decapitate him. The miniature, 
which is partially flaked, is accompanied by a long caption, reading as follows: ò 


' For more representations of this kind of execution, see the chapter on the Iconography. 

? THURN, Skylitzes, 46, 28-34. 

3 The other sources narrate this event in a similar manner: GENESIOS, 35, 61-67; 
THEOPHANES CONTINUATUS, 81, 6-15; PS.-SYMEON, 623, 23-624, 5; ZONARAS, III, 351, 
2-6. 

^ THURN, Skylitzes, 46, 35 - 47, 68. 
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Eudnpiog rfj Zupakoüon ŁABwv kai 5 rigiv ddeAdoic O£Auv Sodval QOTIAGHOV kAivaq 
Tiv KeoaArjv oidAiowv Tov Eva THV ddeAdWv, 6pá&ag aüróv TOv rpixOv Tfjg KEaAfc Ó 
HEAAwy PidlOAval, teivas THY arráBnv Oórepoc ASeAdc réuver AUTOD TAV KEPAANV. 


Text: The Emperor Michael Il suffered of dysentery and died after nine years and 


eight months of rule; he severely damaged the state because of his impiety and 
evilness. He was placed in a green Thessalian sarcophagus and buried in the Aeroon 
of Justinian, in the church of the Holy Apostles.’ 


Miniature 92, fol. 42r, top (Fig. 91): The miniature is painted between the lines of this 
passage. It shows the death of Michael Il according to the iconographic schema of 
relevant subjects, found in illustrated Menologia and other depictions. The emperor is 
shown on his deathbed in the middle of the composition. He is haloed, crowned and 
clad in imperial garments. Clerics and court dignitaries holding candles flank him. A 
few clerics hold books and censers. A man bends down at the foot end of the bed, 
while stretching out his hands. Four large candlesticks flank the deceased. This 
partially flaked miniature is captioned as follows: MixanA ó gaciAeUg TeAcuTa. A 
second caption to this miniature is written in the upper margin of this folio; it reads, 
T£A&UTI) MixarjA pBaciA£og roO ¿£ Apopiou roO TpauAo0. 


THEOPHILOS (829-842) 


Text: After the death of Michael II, his son Theophilos succeeded him in October of 
the eighth indiction.? 


Miniature 93, fol. 42v (Fig. 93): The position of this miniature has been interchanged 
by mistake with that painted at the bottom of fol. 42r, to be discussed next. It reveals 
the proclamation of the Emperor Theophilos. The emperor, inscribed as O£óqiAOoG, is 
depicted enthroned, haloed, and clad in imperial costume. He brings his right hand 
before his chest and holds a sword in the left. Two guards holding spears stand 
behind his throne. The emperor is flanked by two groups of dignitaries, clad in 
luxurious garments and bearing skaranika and pointed, white headgears. Two 
banners are flown in the background. 


Text: Theophilos wanted to be considered as a lover of justice, but in reality he was 
not. Immediately after his accession to the throne, he decided to punish the 
accomplices of his father, who assassinated Emperor Leon V. He therefore invited all 
those who had received imperial honours to the Magnaura or Pentapyrgion palace. 
When they were assembled in front of him, he told them, that he wanted to reward 


1 THURN, Skylitzes, 47, 72-76. 
2 THURN, Skylitzes, 49, 84-86. The chapter heading, apxn BaciAeiaG OgodiAou viod MixanA 
BaciAécG Tod ¿E Apopiou roO TpauAoÓ, is written in the right margin. 
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the supporters of his father and asked them to present themselves. The 
unsuspecting accomplices made themselves known." 


Miniature 94, fol. 42r, bottom (Fig. 92): This badly preserved miniature is by mistake 
painted directly below the text which clarifies the previous miniature, as already 
noted. An emperor is depicted enthroned in front of a small edifice; he brings the right 
forefinger to his lips. A figure is shown kneeling in front of him and kissing his foot. A 
large group of dignitaries with skaranika and pointed, white headgears advances 
towards the emperor. A few of them raise their hands. The miniature shows the 
accomplices of Michael I! stepping forth, in order to be honoured by Theophilos. The 
man in proskynesis expresses his gratitude for the rewards promised by the emperor. 
The gesture of Theophilos signifies his secret, evil intentions. The chapter heading, 
mentioning the hypocrisy of Theophilos and the adversaries of Leon V, is written next 
to the miniature, in the right margin.? It thereby also functions as a caption to the 
miniature. 


Text: Theophilos ordered the eparch of the city to bring the accomplices of Michael II 
to justice. They were arrested and punished as murderers.? 


Miniature 95, fol. 43r, top (Fig. 94): The miniature is painted between the lines of this 
passage. The scenes are arranged from right to left. Theophilos is depicted 
enthroned in front of a building (6 Ozó$iAoc). He gives orders to the eparch (ò 
£rrapyxoc), who slightly bends in front of him. The eparch, shown as a large figure, is 
clad in white tunic, purple /oros, yellow shoes and a white skaranikon. In the middle, 
the eparch on horseback indicates the place of execution by raising his hand (ò 
&rapxoc). The next scene shows the decapitation of one of the accomplices, while 
the others wait behind him. The caption to this scene reads, dovevovTal oi 
cuvapáuevor TH rrarpi OeooiAou Kata roO A£ovrog BaciAéuG roO Appeviou. 


Text: Every week Theophilos would ride to the Blachernai church accompanied by 
his guards. He encouraged the citizens on the streets to report any injustice done to 
them.? 


Miniature 96, fol. 43r, bottom (Fig. 95): This monumental miniature is painted 
between the lines of this passage. It shows the ride of Theophilos to the Blachernai 
church. Theophilos is portrayed on horseback accompanied by guards holding 
lances and banners (ò BaciAeUg OcódiAoc). Two citizens stand in front of the emperor 


1 THURN, Skylitzes, 49, 86-10. Skylitzes paraphrased here THEOPHANES 
CONTINUATUS, 84, 15-86, 8. The episode is briefly recounted by GENESIOS, 36, 81-93 and 
ZONARAS, III, 352, 13-353, 17. See also LEON GRAMMATIKOS, 214, 11-19. 

2 |t reads: 611 OUK GAN@Eiac GAA’ ürrokpioei Sikaiog rjv ó OeódiAoG Kai mepi TH guvapap£vo 
TQ Tratpi aÙT® KaTa ToO Aéovrog BagiMéug TOO Apyeviou. This chapter heading was initially 
written by mistake next to the miniature representing the death of Michael Il and later erased. 
The same chapter heading is found in the Skylitzes Neapolitanus, fol. 28r. 

3 THURN, Skylitzes, 49, 10 - 50, 18. 

4 On this costume, see OIKONOMIDES, Eparch. 

5 THURN, Skylitzes, 50, 32-38. 
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and raise their hands. They visualise the people of Constantinople, who report their 


complaints to the emperor. At the entrance of a church, inscribed as ó £v BAayépvaig 
vaoc, stand a bishop and a man in tunic. 


Text During his outings through the marketplace of Constantinople, the emperor 
liked to inspect the wares and ask about the price of the foodstuffs, beverages, 
clothing and every product offered there. As a rule, he showed great interest in 
common affairs, as much in the courtrooms as during his weekly outings. 


Miniature 97, fol. 43v, top (Fig. 96): The miniature is painted between the lines of this 
passage. The state of preservation is bad. Theophilos is portrayed on horseback, 
accompanied by several riders and stretching his hand out in a gesture of command 
(ó Baci^güg OEddidAoc). In the middle, a flagellation scene is depicted. A man is 
standing with outstretched arms held by two servants. Two executioners whip him. A 
group of men is arrayed to the left. Above them, rj ayopa is written. 

The flagellation scene is not mentioned in the Chronicle of Skylitzes.? A passage, 
which better explains the miniature, can be found in the Chronicle of loannes 
Zonaras. He also mentions the weekly visits of Theophilos to the market and adds 
the following episode: A widow complained to the emperor, because the brother of 
the empress, Petronas, had built his house in such a way that her house was entirely 
hidden by it. The emperor investigated the matter and found out that the woman was 
right. When in the market, he ordered Petronas to be whipped on his back and 
chest.? 

The passage of Zonaras is based on a similar one by Leon Grammatikos, whom 
he also used as source.^ Leon Grammatikos does not, however, mention the outings 
of the emperor to the market, but he recounts that the flagellation of Petronas took 
place in the streets, after the complaints of the window in one of Theophilos' visits to 
the Blachernai church. Moreover, the relevant passage in Leon Grammatikos is not 
written at the same spot of the narration as in Zonaras. It follows after the marriage 
between Theophobos and the sister of Theophilos, which is recounted in the 
Skylitzes Chronicle further on, on fol. 53v.5 This means that the flagellation scene in 
the Skylitzes Matritensis was copied from a lost illustrated Zonaras manuscript rather 
than from Leon Grammatikos. 


Text: Theophilos once saw from the palace wall a large and beautiful merchant ship. 
When he asked who the owner of the ship was, he was informed to his great 





1 THURN, Skylitzes, 50, 38-51, 45. 

2 Skylitzes is here based on THEOPHANES CONTINUATUS, 87, 16-23. 

3 ZONARAS, Ill, 356, 1-357, 4. 

4 LEON GRAMMATIKOS, 216, 7-9. HIRSCH, Studien, 385, claimed that Zonaras drew on 
Georgios Monachos, which is not true, he reached this wrong conclusion because he used the 
interpolated edition of Georgios Monachos by Muralt, in which passages from Leon 
Grammatikos and Georgios Monachos are mixed up. The episode with the widow is also 
recounted in MANASSES, vv. 4837-4853 (BEKKER, 207). 

5 LEON GRAMMATIKOS, 215, 6-11; THURN, Skylitzes, 67, 3-5; ZONARAS III, 368, 13-16. 
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astonishment that it belonged to the empress. In one of his usual visits to the 
Blachernai church, he went together with the empress to the harbour and 
approached the stern of that ship. He asked the people who were present if there 
was lack of any merchandise, grain, wine or something else. They answered that 
under his reign nothing was missing. The emperor then said: “Don’t you know that 
my wife has made me, borne as emperor by god, a shipowner?” he bitterly added, 
"who has ever seen a Roman emperor or his wife as merchants?"! 


Miniature 98, fol. 43v, bottom (Fig. 97): Two miniatures are painted between the lines 
of this passage. Their state of preservation is bad. The first one shows the outing of 
Theophilos: a group of horsemen, among whom the emperor, ride between two 
buildings; a figure in red can be distinguished standing in front of the building to the 
right. The caption reads, ó O£óji^og BaciAeUg é£purüv TOUS rrapóvrac; it does not 
elucidate the scene with accuracy. 

Miniature 99, fol. 44r, top (Fig. 98): The second miniature is painted at the top of the 
next folio. Two ships are displayed sailing. The left one, which is bigger and more 
elaborate, is labelled, 0 akádog rfj; BaciAicong. The emperor is depicted next to the 
helmsman (0 pacieUg OeóoiAoc) A group of dignitaries with pointed, white 
headgears are standing in front of Theophilos. The oarsmen are depicted behind 
them. Banners and lances protrude in the background. In the second ship, a 
helmsman and several oarsmen can be seen. Banners and trumpets are depicted in 
the background. 

The miniature certainly does not render the text with accuracy. The painter 
assumed that the conversation of the emperor took place on the ship, while the text 
mentions that he approached the ship and stood near the stern.? The addition of the 
smaller ship, is probably meant to emphasise that the ship of the empress was larger 
and more beautiful. The other literary sources containing this episode do not explain 
this miniature any better, so that one cannot conclude that the miniature was copied 
from elsewhere.3 


Text: Theophilos next ordered the crew to disembark and the ship to be burned with 
all her rigging and cargo. He also insulted the empress and threatened to kill her if 
she would dare to do something like this again.4 


Miniature 100, fol. 44r, bottom (Fig. 99): The miniature is painted between the lines of 
this passage. It shows the execution of the emperor's command, which the artist 
rendered much more dramatically than described in the text. A man sets the ship 
afire and another one stands on her and raises a rod, with which he drove the crew 
away. A third man prevents the crew to return to the ship, while a desperate crew 


a "E 
! THURN, Skylitzes, 51, 46-62. 
? THURN, Skylitzes, 51, 55: TrÀngiócag £grr Tapa Thv TTpUpVvav. 
3 Compare THEOPHANES CONTINUATUS, 88, 4-89, 2: ZONARAS, Ill, 357, 6 - 358, 6; 
MANASSES, v.v. 4867-4887 (BEKKER, 208-209). 
^ THURN, Skylitzes, 51, 62-66. 
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member moves in the opposite direction (oi vaürar é&pxóuevor). The inscription 
above the ship reads, tò OKAPOS katóuevov. 


Text: The Empress Theodora came from Paphlagonia. Her parents were pious and 
venerated the icons. When Theodora became empress, her mother Theoktiste was 
promoted to zoste and patrikia. She lived near the monastery of Gastrion. She invited 
the five daughters of Theodora, Thekla, Anna, Anastasia, Poulcheria and Maria, to 
her house and gave them the usual presents, but also encouraged them, not to be 
weak and to follow their mother regarding the veneration of the icons. She blessed 
them with icons, which she kept hidden in a chest, by bringing them close to their 
face and lips, and thus stimulated their love for the icons. 


Miniature 101, fol. 44v (Fig. 100): The miniature is painted below this passage and 
illustrates the veneration of the icons by the five princesses. They are inscribed as 
OekAa, Avagtagia, ‘Avva, MouAxepia and Mapia and are clad in imperial garments 
with the thorakion. Theoktiste (O€okTioTA rj pápun avT@v) is shown haloed and clad 
in a blue maphorion. She stands in front of the princesses and offers an icon with the 
effigy of Christ to Maria, who Slightly bends forwards in order to receive it. The scene 
takes place within the house of Theoktiste, the walls of which are decorated with 
marble slabs; an aedicule with a table in front of it can be distinguished to the right. 


Text: The Empress Theodora secretly venerated the icons. Denderis, a rather naive 
and entertaining eunuch, once entered the room of the empress and surprised her 
while worshipping an icon. Denderis asked her what she was doing and she replied 
that she was playing with dolls.2 


Miniature 102, fol. 45r, top (Fig. 101): The miniature is painted between the lines of 
this passage. A small vaulted edifice is depicted to the left. Denderis (ò £0voüxoc ó 
Aevdepns) enters the apartments of the empress, rendered as an elongated building 
with pediments. Theodora is portrayed sitting and holding an icon with the image of 
Christ. The caption reads, Qeodwpa rj BaciNioca THY £iKÓva TTEPITITTUDOOLEVN. 


Text: The Emperor Theophilos asked Denderis where he was. He replied that he was 
with the empress who was playing with dolls. Theophilos understood that this 
referred to an icon and was outraged. He stood up from the table and abused 
Theodora. She calmed him by telling that Denderis misunderstood what he saw and 
that she was only holding a mirror. She punished Denderis and instructed him not to 
say anything about the dolls from then on. When he later was asked by Theophilos if 
Theodora still played with the dolls, he brought his right hand to his lips and 
answered: be silent about the dolls, emperor? 


Miniature 103, fol. 45r, bottom (Fig.102 ): The miniature is painted between the lines 
of this passage. Theophilos and Theodora are portrayed enthroned in frontal view 





! THURN, Skylitzes, 52, 67-84. 
? THURN, Skylitzes, 53, 5-13. 
3 THURN, Skylitzes, 53, 11 - 54, 31. 
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(Ocodwpa Ñ BaciAic, OzódiAog ó BaciAeUc). They are both haloed and crowned and 
raise their hands in a gesture of speech. Two lances emerge behind the throne of 
Theophilos; a guard stands beside him. The imperial couple is flanked by two groups 
of dignitaries; those to the left bear white skaran/ka and those to the right red, downy 
bonnets. 

This majestic composition is frequently used in the codex to illustrate accessions 
to the throne, e.g. on ff. 12v and 42v (Figs. 8, 93). In using this schema, the illustrator 
failed to lucidly visualise the argument between the emperor and the empress. 


Text: A soldier possessed a horse, which several times saved his life in the battle. 
His general offered him a lot of money for it, but the soldier refused to sell his horse. 
The general then accused the soldier of cowardice, dismissed him from the army and 
took the horse. Theophilos was at that time looking for a good horse. The general 
presented the soldier's horse to the emperor, as if it was his own. 


Miniature 104, fol. 45v (Fig. 103): The miniature is painted between the lines of this 
passage. Theophilos is shown enthroned, accompanied by a guard (OeodiAoc). He 
raises his hand in a gesture of speech. A servant presents him a white horse, which 
is adorned for the occasion from poll to hip with gold. Three men are depicted 
conversing to the left. The man in the middle is clad in a blue mantle, which is 
decorated with a fablion. Presumably he represents the general. The chapter 
heading, rrepi roO írrrrou roO oTpatiwtou, functions also as caption to the miniature.? 


Text: When a war broke out, the soldier was recruited and as he did not have his 
horse anymore, he was killed in the battle. His widow, who had heard that the 
emperor was a just man and because she could not feed her children, went to the 
capital. When she saw the emperor riding the horse of her husband in one of his 
usual outings to the Blachernai church, she grasped the bridles of the horse and 
blamed the emperor for the death of her husband? 


Miniature 105, fol. 46r, top (Fig. 104): The miniature is painted below this passage. 
Theophilos is portrayed enthroned in an edifice (OeodiAoc). A group of men in tunics 
is depicted behind him. Two horsemen advance towards the emperor raising their 
hands. A woman, inscribed as 4 YUvr| ToO oveuOÉvrog orpariurou, holds the bridles 
of the horse. She raises her hand and looks in the direction of the emperor. 

The miniature deviates from the text. The emperor does not ride the horse, as 
Skylitzes and other sources recount, but is shown sitting. The reason for this 


1 THURN, Skylitzes, 54, 32-41. 

* The same chapter heading is found in the Skylitzes Neapolitanus, fol. 31r. 

° THURN, Skylitzes, 54, 41 - 55, 52. 

^ The episode is similarly recounted by THEOPHANES CONTINUATUS, 93, 15 - 94, 1, and 
PS.-CODINOS, 179, 20-24. The latter states that Theophilos dismounted the horse and gave it 
to the widow. Genesios and Zonaras do not include this episode. LEON GRAMMATIKOS, 222, 


22 - 223, 22, mentions that the soldier himself, and not his widow, appeared to the emperor and 
demanded the return of his horse. 
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deviation could be a confusion between this and the following two miniatures, 
showing the emperor enthroned in audience Scenes. 


Text: Theophilos was surprised by the accusations of the woman and asked her to 


wait until he returned to the palace. He then invited her and she recounted in detail 
what had happened. 


Miniature 106, fol. 46r, bottom (Fig. 105): The miniature is painted below this 
passage. Theophilos is shown enthroned under a vaulted building (OzódiAoc). He 
raises his hands in a speech gesture. A guard with a lance stands behind him. The 
widow, inscribed as r] yuvi, is depicted slightly bending in front of the emperor and 
raising her hands in a gesture of appeal. Three men in tunics with raised hands are 
arrayed behind her. 


Text: Theophilos called the general to the palace and asked him about the horse. 
The widow had meanwhile hidden herself behind a curtain. The general claimed that 
he was the owner of the horse and that he had not stolen it. In that moment, the 
widow revealed herself and surprised the general who remained speechless. He 
threw himself at the feet of the emperor and asked for forgiveness. Theophilos exiled 
him and gave his fortune to the widow.? 


Miniature 107, fol. 46v (Fig. 106): The miniature is painted between the lines of this 
passage and illustrates the interrogation of the general. Theophilos is depicted to the 
right under a small edifice (0 OzódiAoc). He raises his hand in a gesture of speech. A 
man ín tunic with veiled hands stands behind him. A woman, inscribed as ñ yuvr) roO 
oTpatiwtou, stands in front of the emperor and seizes the hand of a man, presumably 
the general. Three men in tunics stand to the left. 


Text: Theophilos wanted to demonstrate the wealth of the empire to the Saracens. 
He, therefore, sent his former teacher loannes Synkellos to the ruler of Syria. 
loannes was an iconoclast, like the emperor, and an ingenious diplomat. The 
emperor gave him many precious gifts, for which the other nations admired the 
Byzantines, and also forty golden centenaria. He sent the gifts to Amermoumnes, 
except for the gold, which was given to loannes for ‘public relations.’ The emperor 
thought that a rich embassy would reflect the wealth of the empire and impress the 
Arabs. The emperor also gave loannes two golden, jewelled vessels, called 
cherniboxesta. loannes came to Babylon, now called Bagda, and gave the emperor's 
message to its ruler.3. 


Miniature 108, fol. 47r (Fig. 107): The miniature is painted between the lines of this 
passage and in two scenes illustrates it, arranged from right to left. Theophilos is 
shown enthroned (0 OeddiAog ó BaciAeUc). He addresses loannes oynkellos, who 
Slightly bends in front of him (Iwavvng aUyKeAAoc). Three men with covered hands 


! THURN, Skylitzes, 55, 52-56. 
? THURN, Skylitzes, 55, 57-69. 
3 THURN, Skylitzes, 56, 86 - 57, 12. 
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stand behind the latter. In the second scene, loannes (Ilwdavvng atyKeAAoc) is 
depicted in front of the ruler of Syria, inscribed as 0 ápueppoupvfic. He sits on a folding 
chair and is clad in a striped tunic and turban. Another Arab with veiled hands is 
depicted in the background. Three men in tunic are arrayed behind loannes. One of 
them turns towards him and introduces him with raised hands, while the others 
connect this scene with the first one by looking in the direction of the emperor. 

The gifts that loannes Synkellos took with him, are not exhibited. loannes has in 
both scenes a halo. This fact is extraordinary when one considers that he was an 
iconoclast. 


Text: In order to demonstrate the wealth of the Byzantine empire, loannes Synkellos 
gave every Arab who visited him, a silver vessel filled with gold.1 


Miniature 109, fol. 47v, top (Fig. 108): The miniature is painted above this passage. 
loannes Synkellos is depicted sitting under a vault, while raising his hand in a gesture 
of endowment. A priest stands behind him. A beardless man hands a red box over to 
a group of Saracens. Another group of Saracens leave with their presents; one of 
them holds a similar red box to that distributed by loannes and another one carries a 
bag on his back. Above them, the word Zapaknvoi is written. The miniature is 
captioned, Iwavvng auyKeAAos ó aTroKpiaiapios xapiZwv SWpa roiq Ayapnvoic. 


Text: The ruler of the Arabs did not want to appear less generous than the emperor. 
He, therefore, gave many gifts to loannes, which he threw away, because he 
considered them as worthless. The emir also gave him hundred Captives. He 
released them from prison and provided them with new clothes.2 


Miniature 110, fol. 47v, bottom (Fig. 109): The miniature is painted between the lines 
of this passage. The state of preservation is bad. An Arab, inscribed as ò GPXWwv 
ApaBwy, is depicted to the right. He stretches out his hand. A man, shown in larger 
scale than the other figures, stands in front of him. He cannot be identified, but he 
certainly does not represent loannes Synkellos, because the latter is portrayed as a 
monk with halo. A group of men in tunics, inscribed as aixu&Auroi, advance with wide 
Steps and vivid gestures towards the leader of the Arabs. 


Text: loannes Synkellos returned to Constantinople, reported to the emperor about 
his visit in Syria and persuaded him to build the palace of Bryas in Arabic style. 
loannes was the architect. He also built a church dedicated to the Theotokos near 
the Ko/fon. In the forecourt of the palace, a church with three conches (TDpiKoyxoc) 
was erected, which was distinguished by its beauty and size.? The central nave was 
dedicated to the Archangel Michael and the other naves to female martyrs.^ 


"cR 
1 THURN, Skylitzes, 57, 14-16. 
2 THURN, Skylitzes, 57, 24-29. 
3 On this church see JANIN, Centres, 52. 
4 THURN, Skylitzes, 57, 37 - 58, 48. 
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Miniature 111, fol. 48r (Fig. 110): The miniature is painted between the lines of this 
passage. It shows the façade of a church with three pointed domes, flanked by two 
smaller ones (€kkAngia). The tiles are of gold as are parts of the facade: the door is 


decorated with a scale motif and the frames of the three parts of the facade with 
tendrils. | 


Text: The Emperor Theophilos was, just like his father Michael Il Travlos and Leon V, 
against the veneration of icons and severely punished the iconophiles. He ordered 
that no icons should be painted at all, because one should only depict the truth. All 
the holy images were therefore removed from the churches and were substituted by 
pictures of animals and birds. The holy relics were thrown to the marketplace and 
insulted. The prisons were full of monks, bishops, priests and icon painters. The 
iconophiles were not allowed to come to the city, so that the monasteries were filled 
with them. A few monks, among them those of the Abramites monastery, came to 
Constantinople in order to defend the veneration of the icons and monasticism. They 
proved in front of the emperor, using passages from the writings of Dionysios the 
Great, Hierotheos and Eirenaios, that the monasticism had a long tradition and that 
the worship of the icons reached back to the time of the Apostles. They reminded him 
that Luke had painted the Mother of God and that Christ had left his effigy on an 
acheiroteukton cloth.' 


Miniature 112, fol. 48v (Fig. 111): The miniature is painted between the lines of this 
passage. A crowned man in blue tunic is depicted enthroned in front of an edifice. 
Using both hands, he addresses a group of men standing in front of him. The first 
man of the group is distinguished through his red mantle and white kerchief. He 
stretches his hand out in a gesture of speech. A second group of men in long tunics 
withdraws with expressions, which denote dissatisfaction. 

The scene reveals a dispute between the emperor and the iconophiles, but not 
the Abrahamites monks, as Estopafan and Grabar suggested, because the men are 
not depicted in monk's attire.? 


Text: The cruel Theophilos tortured and exiled the Abrahamites monks. When they 
reached the Church of St. John the Phoberos;? near the Black Sea, they died as a 
result of their whipping. Their unburied bodies remained intact for a long time, until a 
few faithful men found them and appropriately buried them as martyrs of Christ.4 


Miniature 113, fol. 49r, top (Fig. 112): The miniature is painted below this passage 
and illustrates it in three scenes. On the left, a man without crown, who should 
represent the emperor, sits in a small edifice. He stretches out his hand in a gesture 
of ordering. A group of four men in luxurious garments stand in front of him. The first 
two men turn in his direction, while the other two belong to the next scene. The 


1 THURN, Skylitzes, 58, 49 - 59, 92. 

2 ESTOPANAN, Skyllitzes, 77, and GRABAR-MANOUSSACAS, Skylitzés, 43. 
3 On this church see JANIN, Centres, 7-8. 

^ THURN, Skylitzes, 59, 92-60, 6. 
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emperor is shown there attending the decapitation of a group of monks by a soldier 
depicted with raised sword. The third scene illustrates the burial of one of the monks. 
Two men lower the monk into a sarcophagus, assisted by a third one, clad like the 
dignitaries. Another figure in the background raises both hands in a gesture of 
lament. The miniature is captioned as follows: oi Tov BaciMéa OeddiAov £Aéy&avreq 
Jovayoi rurrrópevor 6vrjakougi kai riv Aapóvrec rà GWHATA roUTUV £vOÓrTITOUOCI. 

The cited passage does not mention a decapitation, but states that the monks 
were tortured and later died in exile.’ The illustrator misinterpreted his text and 
composed the miniature by using a decapitation scene, frequently found in illustrated 
Menologia. The caption to the miniature is based on the text of Skylitzes. Worthy of 
mentioning is that the emperor is painted in different costumes in the last two 
miniatures. 


Text: Another monk, who was recently consecrated priest, appeared in front of the 
emperor and defended the veneration of the icons by quoting a passage from St. 
Paul.? 


Miniature 114, fol. 49r, bottom (Fig. 113): The miniature is painted between the lines 
of this passage. It contains two scenes: On the left, a monk (ò novayxóc) disputes with 
three dignitaries. An empress is shown enthroned in the middle, clad in imperial 
garments and wearing a crown with a veil hanging from the back of it. The inscription 
above her blindly follows the text and reads: ó pagiAeUg ò OtódiAoc. The monk (6 
Hovaxóc) stands in front of the empress and raises his hand in a gesture of speech. 

The miniature deviates from the text of Skylitzes and can only be explained in 
theory. The scene to the left may allude to the abilities of the monk as disputant. The 
most possible explanation for the scene to the right is that by mistake, the artist 
copied from his model a miniature illustrating a different text, in this case, the 
passage further on in the chronicle, mentioning a dialogue between the Empress 
Theodora and the monk Lazaros.? The artist again illustrated this passage in the right 
place, i.e., the upper part of fol. 50v (Fig. 118), but in a more elaborate manner, 
possibly in order to differentiate it from our miniature. 


Text: The monk was proved more capable in dispute than the emperor and therefore 
ruthlessly beaten. Theophilos then sent him to his former teacher lannes (loannes 
Synkellos) with the order to convince him with logical, dialectical arguments. The 
monk also made him speechless as fish, not with sophistic or. dialectic 
argumentation, but by quoting apostolic and evangelic passages. The monk was 
again tortured and sent to exile, where he died 4 


a 

1 The story is recounted in a similar way by THEOPHANES CONTINUATUS, 101, 14-18, on 
whom Skylitzes is based. 

? THURN, Skylitzes, 60, 6-11. 

* THURN, Skylitzes, 61, 40-45. Skylitzes is here based on THEOPHANES CONTINUATUS, 
102, 1-7, who recounts the episode in a similar way. 

^ THURN, Skylitzes, 60, 11-20. 
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Miniature 115, fol. 49v, top (Fig. 114): The miniature, consisting of two scenes, is 
painted between the lines of this passage. Theophilos is shown enthroned, while 
making a gesture of command (ó Ocóġþiàoç). The monk is lying on the ground, while 
two executioners whip him (ò Hovaxoc). In the second scene, lannes (lavvAs ó 
QiAócoQozc) is depicted sitting and raising his hand in a gesture of Speech. He is clad 
in a striped tunic and loros, and bears a turban. The monk (ó povaxóc) is depicted 
slightly bending in front of him and holding a scroll, suggesting the scriptures he used 
in his dispute. 

The costume of lannes is similar to that worn by Arabs, as seen elsewhere in this 
manuscript, e.g., on fols. 47r-v (Figs. 107-109). It reflects his passion for the Arabic 
fashion, developed with his embassy to Syria.! 


Text: Because Theophilos detested the icons, he ordered all icon-painters to depart. 
If they wanted to live, they should spit on the icons and trample on them as if they 
were evil. Among the iconophiles, there was a famous icon-painter, the monk 
Lazaros. Theophilos at first tried to convert him by flattering him.? 


Miniature 116, fol. 49v, bottom (Fig. 115): The miniature is painted between the lines 
of this passage. Theophilos (6 Ot£ódQiAoc) is portrayed enthroned in the middle, while 
addressing the monk Lazaros (6 Hovaxòç Adlapos), who is depicted slightly bending 
in front of him. Two dignitaries are shown to the right. One of them is painted with 
veiled hands, while the other introduces the onlooker to the discussion between the 
monk and the emperor. 


Text: As soon as Theophilos realised that he could not achieve his purpose with 
discussion, he tortured and imprisoned Lazaros; he burned the hands of Lazaros with 
iron horseshoes, so that he could not paint again. 


Miniature 117, fol. 50r, top (Fig. 116): The miniature is painted below this passage. 
The scenes are arranged from right to left. The monk is depicted sitting in a tower, 
suggesting the prison (ñ duAakr kai 6 povaydc). Outside the prison, two men in tunic 
turn in the direction of the next scene: Theophilos is portrayed enthroned, stretching 
out his hand in a gesture of command (O£ódiAoc). Lazaros stands in the middle, 
while an executioner burns his hands (6 povaxòç AdZapoc). 


Text: At the request of the empress, Lazaros was released from prison and exiled to 
the Church of St. John the Phoberos. Despite of his burned hands, he painted an 
icon of St. John the Baptist, which was preserved for a long time and had healing 
power.4 

Miniature 118, fol. 50r, bottom (Fig. 117): The miniature is painted between the lines 
of this passage. The monk Lazaros (6 povayóq Aafapos) is depicted enthroned in a 





! THURN, Skylitzes, 57, 37-58, 48. 
2 THURN, Skylitzes, 60, 20-25. 

3 THURN, Skylitzes, 60, 25 - 61, 30. 
^ THURN, Skylitzes, 61, 31-38. 
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richly decorated architectonic complex, suggesting the church of St. John the Baptist 
(ò vaóg roO Mpodpopou). He is painting an icon, portraying the Virgin with the Child. 
It is one of the comparatively few examples preserved, which show an artist at work. 

The cited passage and Theophanes Continuatus, on which Skylitzes drew, 
explicitly mention that Lazaros painted an icon of St. John the Baptist and not of the 
Virgin.! The artist presumably did not pay sufficient attention to his text and painted 
an icon of the Virgin and the Child. On the other hand, according to a legend, 
Lazaros had indeed painted an icon of the Hodegetria. This icon was shown to the 
Russian pilgrim Anthony of Novgorod, who was told that it was painted by Lazaros, 
the first who painted icons.'? 


Text: After the death of Theophilos and the restoration of Orthodoxy, the monk 
Lazaros painted an icon of Christ, which he personally hung on the Chalke Gate. The 
Empress Theodora invited Lazaros and asked him to forgive the crimes of her 
husband.3. 


Miniature 119, fol. 50v, top (Fig. 118): The miniature is painted below this passage. 
Theodora (Ocodwpa rj Baaidic) is portrayed enthroned, while conversing with the 
monk Lazaros (ò povaxoc AáCapoc). A large group of men is depicted behind him 
and three more are shown to the right; one of them bears a peculiar, striped 
headgear. 


Text: Turning back to the reign of Theophilos, Skylitzes recounts that the emperor 
invited the brothers Theophanes and Theodoros (known as Graptoi) in the Lausiakon 
triklinon to participate in a public discussion about the faith.4 


Miniature 120, fol. 50v, bottom (Fig. 119) The passage is written above this 
miniature. An empress is portrayed enthroned in front of a canopy-like building. The 
inscription O£Óó$iAoc above her is in accordance with the text, but not with the picture. 
The brothers Theophanes and Theodoros flank the canopy and dispute with the 
enthroned figure. A man in red, wrongly inscribed as Oeodavns, stands behind 
Oeddwpoc. A group of men is shown to the right. 

The miniature wrongly depicts Theodora instead of Theophilos.* The copying 
artist did not read the text, a usual practice for copying artists, and by mistake copied 
the central figure from the previous miniature, revealing Theodora in discussion with 





1 THEOPHANES CONTINUATUS, 103, 17. The Hypotyposis by the monk loannes for the 
monastery of St. John the Phoberos, written in the first half of the twelfth century, also states 
that Lazaros painted an icon of the Virgin and adds that he worked with his left hand: A. 
PAPADOPOULOS-KERAMEUS, Noctes Petropolitanae, Sankt Petersburg 1913, 9. 

? WALTER, Saints, 310-311; he considered the possibility that a cycle of Lazaros was en 
bloc inserted in the illustration of the Skylitzes Chronicle. 

3 THURN, Skylitzes, 61, 38-45. 

^ THURN, Skylitzes, 61, 45-48. 

> All the sources containing this episode refer to a dispute between Theophilos and the 
Graptoi brothers: LEON GRAMMATIKOS, 226, 1-7; THEOPHANES CONTINUATUS, 104, 4 - 
106, 7; MANASSES, vv. 4781-4785 (BEKKER, 204); ZONARAS, IIl, 365, 11 - 366, 15. 
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the painter Lazaros. Theophilos is also substituted by the figure of Theodora in the 
next miniature. 

The two brothers are clad in decorated blue tunics, in contrast to the next 
miniature, in which one is clad in priestly garments and the other in antique chiton 
and A/mation. As regards the inscription O£ódiAoc, one may observe that this is one 
of the several examples in this manuscript, in which the scribe writes an inscription 
after reading the text, but without taking into consideration the picture. It sometimes 
seems, as is the case here, that he wants to correct the painter. 


Text: The Emperor Theophilos demanded quotations from the monks justifying the 
veneration of icons. Theophanes read a passage from Isaiah, which was rejected by 
the emperor, because it was not included in this wording in his bible. Theophanes 
told him that all his books had been falsified. He proposed to consult a bible kept in 
the patriarchal library, in the Thomaites. When the bible was brought to him, 
Theophilos intentionally kept searching in wrong pages, skipping the relevant 
passage. Theophanes put his finger in the book and told him that if he would turn 
three more pages, he would find the right passage. 


Miniature 121, fol. 51r (Fig. 120): The miniature is painted below this passage. An 
empress substitutes Theophilos, just as in the previous miniature. She is depicted 
enthroned, clad in imperial garments and bearing a crown with a veil; she holds a 
book. The inscription reads, in accordance with the text, Ocodidos. Four dignitaries, 
bearing white and red headgears, stand behind her: another dignitary is depicted in 
front of her. Theophanes is shown in bishop’s costume (Oeodavnc); he holds a book 
and stretches out his hand in a gesture of speech. Theodoros, clad in antique chiton 
and /imation (kai Ogzóówpoc), and a man in red follow. 


Text: Theophilos lost his patience and ordered the two brothers to be beaten in the 
garden of the Lausiakon palace and to have verses composed by him tattooed on 
their foreheads.? 


Miniature 122, fol. 51v, top (Fig. 121): The miniature is painted below this passage. A 
figure in red tunic, suggesting Theophilos, is depicted enthroned in front of a building. 
He stretches out his hand in a gesture of ordering. Three men in tunics with veiled 
hands stand in front of him. To the right, the two brothers lie on the ground and are 
beaten by three executioners (Oeopávnç, Oeddwpoc). The miniature is captioned as 
follows: oi povaxoi Ocooávng kai Oeddwpog rurrrópevor kai Tag Óutiq VPQATITOLEVOI. 
The inscription is based on the text and only partially elucidates the miniature, in 
which the engraving of the verses on the foreheads of the two brothers is not 
visualised. 


1 THURN, Skylitzes, 61, 48 - 62, 69. On the Thomaites, see R. GUILLAND, Le Thomaités et 
le Patriarchat, JÓBG 5 (1956), 29-40; R. JANIN, Le palais patriarchal de Constantinople 
Byzantine, REB 20 (1962), 144-149. 

? THURN, Skylitzes, 62, 69 - 63, 88. The nickname grapto/ assigned to the brothers derives 
from this torture. 
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Text: Theophilos became increasingly cruel. He threw Michael, the Synkellos of the 
Church of Jerusalem, into prison together with several ascetics. Until the end of his 
life, the believers greatly suffered because of his impiety.’ 


Miniature 123, fol. 51v, bottom (Fig. 122): The miniature is painted between the lines 
of this passage. It shows a prison in the form of a half round edifice. A group of 
prisoners, clad in tunics of various colours, are shown standing with veiled hands. 
The caption, reading oi Gàoknrai £v TH uAakf|, is again based on the text and not on 
the picture, which does not show any ascetics. 


Text: Theophilos boasted to have musical talent; he composed or remelodised 
hymns and stichera, and demanded them to be sung in the church. He conducted the 
choir during the great feasts in the St. Sophia, after bribing the clerics with hundred 
litrai of gold. He is believed to have composed a sticheron for the Palm Sunday.? 


Miniature 124, fol. 52r (Fig. 123): The miniature is painted between the lines of this 
passage. The emperor is depicted in the interior of an elongated edifice, labelled 4 
Ayia Zodia. He stands on a suppedion in a hieratical posture and stretches out his 
right hand, while he holds the akakia in his left. He is flanked by two groups of men in 
tunics, two of whom raise their hand. The caption above the church reads, ó 
Oeodidog didwv Tw KAr]pu) 60pa. 

Estopanan and Grabar, based on the text and the caption, identified this scene as 
the distribution of money to the clerics.3 The stance and the costume of the men 
flanking Theophilos do not, however, justify this identification. One may take into 
consideration that the scene may exhibit Theophilos directing the choirs, but also 
observe that the cheronomia of the conductor is missing. 


Text When Maria, the youngest daughter of the Emperor Theophilos, died, 
Theophilos honoured her by burring her in a silver Sarcophagus.4 


Miniature 125, fol. 52v (Fig. 124): The miniature is painted below this passage. A 
large sarcophagus of grey-blue marble, outlined in gold, is shown in the middle; four 
candles are depicted in the background. The emperor is portrayed standing to the 
right, flanked by two dignitaries. One may distinguish a bishop to the left of the 
Sarcophagus, identifiable by his omophorion, who is preceded by a deacon holding a 
book and a censer, and followed by a priest, identifiable by his epitrachelion. All three 
Clerics are haloed; the colour of the halo of the bishop is similar to that of the 
emperor. The caption reads, ó BaciAeUq Oeopidog kndevwv hv Ouyarépa aÙToů. 


eee 
' THURN, Skylitzes, 63, 89-4. 
? THURN, Skylitzes, 63, 5-13. 
* ESTOPANAN, Skyllitzes, 80: GRABAR-MANOUSSACAS, Skylitzés, 44. THEOPHANES 


CONTINUATUS, 106, 17-107, 5, the only other source including this episode, recounts it in a 
similar manner. 


* THURN, Skylitzes, 64, 35-38. 
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Text: The next subchapter recounts how Theophobos met the Byzantine emperor 
and married his sister. Theophobos was an illegitimate son of a member of the 
Persian royal family, who had came as ambassador to Constantinople. When the 
Persians needed a successor to the throne, they heard of the existence of 
Theophobos and sought him in Constantinople. They found him with his mother in 
the district Oxeia. They asked permission from the Byzantine emperor to take 
Theophobos with them, offering in exchange peace and submission. Theophilos, 
however, refused, took Theophobos in the palace and educated him. 


Miniature 126, fol. 53r (Fig. 125): The miniature is painted below this passage and 
illustrates the request of the Persians regarding Theophobos. The emperor is shown 
enthroned in front of an edifice (OeodiAoc). Two dignitaries, one of whom bears a 
skaranikon headgear, flank him. Two Persians, identified by their characteristic small 
headgears, introduce Theophobos, depicted as a child, to the emperor (ò OeddoBoc). 
Three more Persians are pictured to the left conversing with vivid gestures (Népaai). 


Text: According to a different version, Theophobos was the son of a member of the 
Persian royal family, who came to Constantinople and married a landlady. 
Theophobos was borne from this marriage. After the death of his father, the Persians 
learned, using astronomy and divination (these sciences were very well developed in 
Persia) that a descendant of the royal family lived in Constantinople, and found him 
there. Theophilos was also informed about it. The Persians thought it better to 
partially disassociate themselves from the Agarens and go over to the Byzantines. 
Theophilos promoted Theophobos to patrikios and married him to his sister.2 


Miniature 127, fol. 53v (Fig. 126): The miniature is painted below this passage. It 
reveals one of the few preserved examples of a marriage ceremony. Theophobos 
and the bride are depicted standing under a vaulted construction. They are both clad 
in imperial garments; Theophobos' purple mantle is decorated with the fab/ion. A 
bishop stands behind them on a suppedion and crowns the couple. Theophilos is 
shown enthroned to the right (OzódiAoc). A figure in red tunic stands beside him. 
They both raise their hand and indicate to the marriage scene. Three dignitaries 
attend the ceremony. The caption reads, otédetal Otódofoc HETA rfjg dógAdfic 
Oeodidou. 

Estopafian wrongly identified the figure accompanying the emperor as the 
Empress Theodora.? Grabar claimed, that this scene conventionally or symbolically 
illustrated the adoption of Theophobos by Theophilos.^ This interpretation however is 
not justified by the text. None of the other sources including this episode mention an 
adoption. 





! THURN, Skylitzes, 65, 57 - 66, 79. 

? THURN, Skylitzes, 66, 79 - 67, 5. 

3 ESTOPANAN, Skyllitzes, 81. 

^ GRABAR-MANOUSSACAS, Skylitzés, 45. 

> LEON GRAMMATIKOS, 215, 6-11; GENESIOS, 38, 56-59; THEOPHANES 
CONTINUATUS, 112, 13-15; ZONARAS, III, 368, 13-16. 
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Text: Theophilos trusted an expedition against the Agarens to a certain Manuel and 
Theophobos. When the armies approached each other, the Byzantines made a 
council. Manuel proposed that a general should attack the enemy with a part of the 
army, without the involvement of the emperor. Theophobos, on the contrary, 
suggested the presence of the emperor in the battle; he should attack the Arabs at 
night with the infantry, assisted by the cavalry when necessary. The emperor rejected 
Theophobos’ proposal and decided that the battle should take place during the day. 
Amermoumnes sent Abouchazar with eighty thousand men against the Byzantines. 
During the battle, the Byzantine army was forced to retreat. The emperor retreated 
towards a mountain with his own troops and the Persians under Theophobos.! 


Miniature 128, fol. 54r (Fig. 127): The miniature is painted below this passage and 
shows the retreat of the Byzantine army towards a mountain. A group of riders, 
inscribed as ‘Pwyaiol, is depicted to the left; a hill is shown on the background. 
Theophilos (ò OzóoiAoc) is portrayed in the middle on horseback. He is crowned and 
clad in military costume. A group of soldiers on horseback, inscribed as Népaai, are 
climbing a mountain. 


Text: A year later, the Emperor Theophilos again led an expedition against the 
Agarens. The armies met near Charsianon and the Agarens were put to flight. 
Theophilos captivated twenty-five thousand soldiers and returned to Constantinople 
after a splendid victory.2 


Miniature 129, fol. 54v (Fig. 128): The miniature is painted between the lines of this 
passage and illustrates the defeat of the Agarens. The Byzantine cavalry, inscribed 
as Pwuyaiol, pursues a group of Agarens on horseback. Above them, rpérrovrai 
Ayapnvoi is written. The costumes of both groups are identical, except for the 
helmets; those of the Agarens have black tops with a fluttering band. 


Text: An Agaren among the captives was so skilful that he could use two spears 
while galloping. When Theophilos saw him leading the procession of the captives 
during his triumph in the hippodrome, he ordered him to demonstrate his skills in 
front of the entire city.? 


Miniature 130, fol. 55r, top (Fig. 129): The miniature is painted below this passage. 
The kathisma in the hippodrome is depicted to the left, having the form of a richly 
decorated edifice with a pediment; a carpet hangs in front of it. Theophilos is 
portrayed therein, observing the demonstration. A guard accompanies him. The 
Agaren is depicted riding while holding a long spear in each hand. Above him, ò 
Ayapnvosg traifwyv auv roig óugi óópagi is written. A group of men in decorated tunics 
Stand in a square construction, topped by a series of rounded boxes, suggesting the 
spectators stand. The inscription above reads, Ù TOAIC. 





! THURN, Skylitzes, 67, 10 - 68, 28. 
2 THURN, Skylitzes, 68, 44-48. 
3 THURN, Skylitzes, 68, 49 - 69, 57. 


THE MINIATURES AND THEIR RELATIONSHIP TO THE TEXT 99 


Text: The eunuch Theodoros Krateros, who later became the leader of the phalanx of 
the Forty-two Martyrs, approached the emperor and mocked the performance of the 
Agaren. Theophilos insulted him and asked him if he could present anything similar. 
Theodoros replied that he could not ride holding two spears, but he could throw the 
Agaren from the horse with one spear only and God's help. The emperor threatened 
him with death, if he could not defeat the Agaren.' 


Miniature 131, fol. 55r, bottom (Fig. 130): The miniature is painted between the lines 
of this passage and illustrates the discussion between the emperor and Theodoros 
Krateros. Theophilos (6 OtódoiAoc) is shown enthroned in front of a building 
suggesting the kathisma, which has the same form with that in the previous 
miniature, but is differently decorated. He addresses Theodoros, who turns his head 
in his direction but his body in the opposite one (Ocóðwpoç 6 Kparepóc). He raises 
both hands towards a group of spectators, who stand in front of an edifice resembling 
that of the previous miniature. A low, irregular wall connects the kathisma with the 
spectators' stand. 


Text: Theodoros Krateros mounted his horse and threw the Agaren from his horse by 
using one spear only.2 


Miniature 132, fol. 55v, top (Fig. 131): The miniature is painted below this passage. 
Theodoros is depicted on horseback (Qed5wpoc ó Kpatepoc), pursuing the Agaren 
with a spear (ò Ayapnvoc). The latter holds two spears and falls forwards. Theophilos 
observes the scene from the kathisma, rendered as in the miniature on fol. 55r (Fig. 
129); he is accompanied by a guard. A group of men with veiled hands are shown 
under the spectators’ stand. Above it, Ñ rróAiG is written. 


Text: In the beginning of the spring, Theophilos assembled an army and again 
undertook an expedition against the Saracens. As usual, he took Methodios (the later 
patriarch) with him. 


Miniature 133, fol. 55v, bottom (Fig. 132): The miniature is painted below this 
passage. It shows a group of Byzantine horsemen galloping, inscribed as Pupofoi. 
Theophilos rides in the middle (OtódoiAoc). Methodios, clad in episcopal costume, 
follows behind him (ó óciog Me8ddi0c). 


Text: The Emperor Theophilos took Methodios with him for two reasons: firstly 
because he could use his advice, and secondly to prevent him to revolt because of 
the icon controversy. During the battle, the Arabs surrounded the emperor and 
almost captured him. When the general Manuel heard of it, he approached him and 
tried to save him by asking him to follow him. Theophilos, however, refused to follow 
him. Manuel was again obliged to return to Theophilos, but without effect. The third 
time he threatened to kill him, if we would not follow him, and thus saved the emperor 


! THURN, Skylitzes, 69, 57-69. 
? THURN, Skylitzes, 69, 69-71. 
3 THURN, Skylitzes, 69, 74-77. 
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from the danger. Theophilos later rewarded him with honours and gifts and called 
him benefactor and saviour.1 


Miniature 134, fol. 56r (Fig. 133): The miniature, consisting of two scenes, is painted 
between the lines of this passage. Theophilos and Methodios (Me@ddi0¢ 6 
Trarpiápxnc) are shown discussing under a tent, a scene that alludes to the advice 
given by Methodios. The second scene reveals the retreat of the emperor: A group of 
horsemen, led by Theophilos, advances from the right. Manuel is depicted behind the 
emperor (ò Mavoun). The scene is captioned, 6 OgódiAoc devel. 


Text: The general Manuel turned over to the side of the Arabs, because he heard 
that the emperor was planning to blind him. The Arabs received him with great 
honours, entrusted him with an army and sent him against the Kormatoi. With an 
army consisting of Byzantine captives, Manuel several times distinguished himself in 
the battle and also conquered Chorosan. When Theophilos heard of his successes, 
passionately wished to get him back. He sent a monk with a cross and a chrysobull 
to Manuel, promising him amnesty, if he would come back.2 


Miniature 135, fol. 56v (Fig. 134): The miniature is painted below this passage. An 
emperor is shown enthroned and stretching out his hand in a gesture of command. 
He is inscribed as 6 MavounA. A dignitary stands behind him. Another dignitary 
Stands in the middle and hands over a ‘chrysobull’ to a monk (ò povayóc). The latter 
Is haloed and holds a patriarchal cross. Two monks stand behind him. 

The enthroned emperor obviously represents Theophilos who sends the monk to 
Manuel; the inscription wrongly identifies him as Manuel. 


Text: Manuel returned to Constantinople and met the emperor in the Blachernai 
church; he was promoted to magistros and was since then his synteknos.3 


Miniature 136, fol. 57r, top (Fig. 135): The miniature is painted below this passage. 
Theophilos honours Manuel in an audience scene. The State of preservation is bad. 
The emperor is depicted enthroned while stretching out his hand (©edqidoc 6 
DagiAeUc). Three men in tunics with veiled hands are arrayed in front of him. The man 
in the middle is painted in a frontal, hieratic stance and may represent Manuel. The 
caption reads as follows: 6 MavounA Tpóg TOV BagiMéa OTpadeic petà THV sig 
2apaknvous muynv uéyicra TIMGTAI Trap’ AUTON. 


Text: After the death of the Patriarch Theodotos Melissenos, also called Kassiteras, 


the iconoclast lannes, the former teacher of Theophilos, succeeded him to the 
throne.4 


Miniature 137, fol. 57r, bottom (Fig. 136): The miniature, painted below this passage, 
illustrates the consecration of lannes. The State of preservation is bad. The ceremony 


$e 
1 THURN, Skylitzes, 69, 77 - 70, 94. 
? THURN, Skylitzes, 70, 1 - 71, 22. 
3 THURN, Skylitzes, 71, 38-41. 
^ THURN, Skylitzes, 72, 42-46. 
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takes place in a vaulted church, next to which a smaller vaulted edifice is depicted. A 
bishop, suggesting lannes, is shown bending and stretching out his hands in front of 
a cleric. The consecrator puts one hand in the hands of lannes and raises the other. 
Four men in tunics, bearing white skaranika, are arrayed to the right. They are 


identified as singers by Moran.! The miniature is captioned, Xeiporovia lavvf 
TTATPIAPYXOU. 


Text: Theophilos wanted to know, who would be his successor. He, therefore, asked 


an Arabic woman, captured in one of the previous wars, who could predict the 
future.2 


Miniature 138, fol. 57v, top (Fig. 137): This badly flaked miniature is painted below 
this passage. Theophilos is shown enthroned in front of an edifice (OeddiAoc ó 
BaoiAeuc). A dignitary stands beside it. Theophilos addresses a woman, clad in white 
garments and making a gesture of speech. She is inscribed as tò yUvaiov TO 
HAVTIKÒV TO AixuaAWwToVv. 


Text: The woman predicted that his own son and wife would succeed him. The family 
of the Martinakioi would then reign for a long time. Theophilos, although he liked 
Martinakios, tonsured him and turned his house to a monastery. 


Miniature 139, fol. 57v, bottom (Fig. 138): The miniature is painted below this 
passage. It is preserved in a bad state. Theophilos is shown enthroned in front of an 
edifice (OedpiAog ó BaaiAeUc). He stretches out his hand in a gesture of order. In the 
middle, the tonsure of Martinakios is depicted (ò Mapriviákioc).^ He bends in front of 
a cleric, who cuts his hair with scissors. Clerics and dignitaries attend the ceremony. 


Text: Not only the Arabic woman, but also lannes foretold Theophilos, through 
lekanomanteia, who would succeed him.5 


Miniature 140, fol. 58r, top (Fig. 139): The miniature is painted below this passage 
and reveals one of the rarest subjects. Theophilos is shown enthroned in front of an 
edifice, raising his hand. A guard holding an oval shield, decorated with a stylised 
tree, accompanies him. lannes, clad as dignitary, bends over a large basin filled with 
water (lavvrjG ò Aekavopávrngc). He stirs the water with one hand, and with the other 
points upwards, to a segment and a star. 





! MORAN, Singers, 54. 

? THURN, Skylitzes, 72, 47-52. 

3 THURN, Skylitzes, 72, 52-57. 

^ The cited passage and the other Skylitzes manuscripts read Maptivakioc: THURN, 
Skylitzes, 72, critical apparatus. The inscription Mapriviákiog in the miniature is based on a 
false reading of the name. 

? THURN, Skylitzes, 72, 65-67. 
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Text: The Arabic woman also predicted that Georgios Stratiotikos would die in the 
Sphendone of the hippodrome. He was indeed decapitated there during the reign of 
Basileios |, because he revolted against this emperor.’ 


Miniature 141, fol. 58r, bottom (Fig. 140): The miniature, painted below this passage, 
is badly preserved. It illustrates the decapitation of Georgios Stratiotikos. The 
emperor is depicted sitting in front of an architectonic complex and raising his hand in 
a gesture of order. A guard, holding an oval shield decorated with pseudo-cufic 
letters, accompanies him. An executioner raises his sword, in order to decapitate 
Georgios Stratiotikos (Tewpyiog ó orpariwriKóc). Men in tunics, making gestures of 
lament, flank the scene. One may observe that the illustrator did not exactly follow 
the preliminary sketch, as the lower parts of the figures to the left reveal. 


Text: The Emperor Theophilos made an expedition against the Arabs. He advanced 
until Syria and conquered two cities, and also Sozopetra, the birthplace of 
Amermoumnes. The latter begged Theophilos in several letters not to destroy his 
fatherland.? 


Miniature 142, fol. 58v (Fig. 141): The miniature is painted between the lines of this 
passage. A fortress, labelled as ñ Zarrérpa, is depicted on the left. A group of soldiers 
with lances rides in the direction of the fortress. The second figure from the left wears 
a crown and may, therefore, be identified as Theophilos. The inscription OeddiAoc is 
wrongly written above the first rider. | 

The inscription designates the city as Zapetra, which is another name for 
Sozopetra, to be found further on in the chronicle.3 


Text A large passage recounting the battles between the Byzantines and the 
Saracens is missing in the Matritensis.4 The text recovers at the point when Manuel 
and Theophobos advise the emperor to fight the enemy at night. The emperor 
however, was persuaded by the other generals to attack during the day. The 
Byzantines put the Saracens to flight, after a heavy battle.5 


Miniature 143, fol. 59r (Fig. 142): The miniature is painted below this passage. It 
illustrates the victory of the Byzantines. A group of riders with lances and banners, 
inscribed as ‘Pwyaiol, pursues a group of Saracens (2apaknvoi). Two dead soldiers 
are depicted on the ground. 


Text: The leader of the Saracens, the Amermoumnes, assembled an army to attack 
Amorion. Assisted by the troops of his son, he dug a trench around the city and 


j((————— — 
1 THURN, Skylitzes, 73, 72-75. 
2 THURN, Skylitzes, 73, 92 - 74, 4. 
3 THURN, Skylitzes, 136, 23. 
4 THURN, Skylitzes, 74, 9 - 76, 58. 
° THURN, Skylitzes, 76, 62-67. 
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besieged it. The Turks attacked the walls with arches and the Saracens with siege 
engines; the defenders of Amorion repelled them.1 


Miniature 144, fol. 59v (Fig. 143): The miniature, painted between the lines of this 
passage, illustrates the siege of Amorion. A round fortress with two side-towers, 
labelled as TO Aupópiov, is depicted in the middle. Two groups of soldiers, inscribed 
as Pwuaio, throw javelins from the walls against two groups of riders, flanking the 
fortress. The horsemen of the left group are clad in tunics and hold arches; they are 
correctly identified as roOpkoi by an inscription. Those of the right group are clad in 
military costume and hold lances; they are also inscribed as Toupkoi, while the text 


mentions Saracens as well. The Siege engines mentioned in the text are not 
exhibited. 


Text: The Emperor Theophilos retreated to Dorylaion after the defeat of his army by 
the Saracens. He heard of the siege of Amorion and tried to persuade the 


Amermoumnes to stop the siege by dispatching ambassadors with precious gifts and 
many promises.2 


Miniature 145, fol. 60r (Fig. 144): The miniature is painted below this passage. The 
Amermoumnes is shown sitting in front of an edifice (Ò Gpxwv roüpkuv ó 
àpeppoupuvrig).3 A man in tunica introduces four Byzantine ambassadors to the 
Amermoumnes, inscribed as oi Tod DaciAéug atrokpiaidpiol. They wrongly bear 
turbans. The gifts, which they brought with them, are not depicted. 


Text: The Amermoumnes threw the Byzantine ambassadors in prison and intensified 
the siege of Amorion. The citizens, however, successfully defended themselves. 
Finally, a man called Boiditzes, who had renounced the Christian faith and was 
bribed by the Saracens, secretly met with them and revealed to them a weak point on 
the walls. The Saracens conquered Amorion, enslaved the citizens and burned its 
beautiful buildings. Within a short time, the most distinguished eastern city was 
turned into ruins.4 


Miniature 146, fol. 60v, top (Fig. 145): The miniature is painted below this passage; 
Its state of preservation is bad. The city of Amorion is displayed in a similar manner to 
the previous miniature. A few dead soldiers are depicted in front of the walls. The 
leader of a group of riders pierces them with lances. The miniature is captioned as 
follows: ró Aupópiov rrpoóiberal Toig 2apaxkr|voic. 


Text The leader of the Saracens dispatched ambassadors to the Emperor 
Theophilos to announce the conquest of Amorion. Theophilos sent them back to the 





1 THURN, Skylitzes, 77, 92-6. 

2 THURN, Skylitzes, 77, 6-14. 

3 The words ò äpxwv toúpkwv are erased by a thin line. 
^ THURN, Skylitzes, 77, 14 - 78, 35. 
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Amermoumnes and asked for the liberation of the captives against a ransom of 
twenty-four centenaria.’ 


Miniature 147, fol. 60v, bottom (Fig. 146): The miniature, consisting of two scenes, is 
painted below this passage. Theophilos is portrayed enthroned in front of a building. 
He addresses a group of men in tunics, suggesting the ambassadors. The second 
scene shows a group of riders holding lances. They possibly represent the 
ambassadors on their way to the Amermoumnes. The caption to the miniature reads, 
Oeddido0c ó BaciAeUg ATTODTEAAWY TH àápeppoupvf| ATTOKpIOapious. 


Text: The Amermoumnes again insulted the ambassadors and sent them away. He 
said that he would be a fool to accept a few centenaria in exchange of the captives, 
while he had spent one thousand centenaria to assemble his army.? 


Miniature 148, fol. 61r, top (Fig. 147): The miniature is painted above this passage. 
Its state of preservation is bad. An emperor can be distinguished in front of an 
edifice. A guard with a lance and a round shield stands beside him. A man in tunic 
pushes an ambassador away, while another ambassador stands in front of a man 
holding a stick. 

The scene illustrates the maltreatment of the ambassadors by the Saracens. The 
caption, in accordance with the text, reads, ò àpeppoupgvfjg SiwKWV TOUG rTrp£oapeic 
ToU BaciAécG Oeodidou, but the miniature shows a Byzantine emperor instead of the 
Amermoumnes. The ambassadors bear peculiar helmets. The same is true for the 
next miniature. 


Text: After the embassy returned empty-handed, the Emperor Theophilos stopped 
eating and drinking, and as a result he became ill with dysentery. In an attempt to 
fight back the enemy, he sent the Patrikios Theodosios to the king of the Francs to 
request assistance for himself and troops to destroy certain places in Libya, which 
were under the Amermoumnes' rule. The embassy, however, did not reach its goal, 
because Theodosios died on the way.? 


Miniature 149, fol. 61r, bottom (Fig. 148): The miniature, which is badly flaked, is 
painted between the lines of this passage. Three men in tunics and pointed helmets 
are depicted sitting in front of an edifice. The left one raises his hand, and the man to 
the right makes a speaking gesture and holds a sword. The inscription to the right of 
the building reads, 6 píiyac ®payyiaç. Three men in short tunics, inscribed as oi 
arrokpicidpior TOD GaciAéuG OtodiAou, stand in front of the seated men. They bear 
similar helmets. One of the ambassadors holds a round object, apparently a gift. 

The artist misinterpreted his text and illustrated an embassy, which in reality did 
not take place because of the death of Theodosios. 


! THURN, Skylitzes, 78, 38-45. 
? THURN, Skylitzes, 79, 46-49. 
? THURN, Skylitzes, 79, 50-61. 
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Text: The Emperor Theophilos invited the senators to the Magnaura palace and from 
his sickbed described the critical situation in which the empire was found; he asked 
their loyalty for his wife and children. All those who were present began to weep; they 


promised to the emperor to protect the empress and his children with their lives and 
wished that he would soon recover.’ 


Miniature 150, fol. 61v, top (Fig. 149): The miniature is painted between the lines of 
this passage. Theophilos reclines on a bed in front of a domed building. A man in 
tunic stands behind him. Two dignitaries and a group of senators, bearing skaranika 
headgears, stand in front of him (rj cüykAnroc). The caption reads, ó gaociAeUq 
OcódiAogG POG Tv GUYKANTOV OraAeyóuevoc. 


Text: Theophilos died after a while (in 842 A.D.). He reigned twelve years and three 
months. 


Miniature 151, fol. 61v, bottom (Fig. 150): The miniature is painted below this 
passage; it illustrates the death of Theophilos. The emperor, clad in golden 
garments, is shown on a bed. The empress embraces and kisses him. A man stands 
behind the bed and another one kisses the feet of the emperor; five more men 
flanking the bed raise their hands in gestures of mourning. The miniature is captioned 
as follows: re&Aeurr] BaoiAécG OeodiAou uio0 MiyanA BaciAécg roO £& Apopiou roO 
TpauAo0. Above the group to the right, ò Aaóg Opnvoüvreg is written. The 
iconographic schema is based on that exhibiting the Lamentation of Christ. 

The death of the Emperor Theophilos is also painted in the Bulgarian Manasses 
chronicle, fol. 155v.(Fig. 556). The miniature illustrates the well-known Byzantine 
variant, according to which the emperor was converted and worshipped the icons 
shortly before his death. Theophilos reclines on a high bed and brings a small icon 
near his mouth, in order to kiss it. Theodora stands behind him. A group of dignitaries 
and clerics stand to the right. The figure standing at the head of this group hands an 
icon of the Theotokos over to the emperor. In the background, an unidentifiable figure 
stands under a baldachin and stretches out his hand. This miniature definitely 
belongs to a different textual and pictorial tradition than that in the Matritensis. 


Text Before he died, Theophilos ordered the imprisonment and decapitation of 
Theophobos. He asked for his head, took it in his hands and said: from now on, / am 
not Theophilos and you are not Theophobos, these were his last words.^ 


Miniature 152, 62r, top (Fig. 151): The miniature is painted below this passage. 
Theophilos, reclining in his sickbed, receives the head of Theophobos from a man in 
red tunic. Dignitaries with veiled hands, and sceptically looking at each other, flank 
him. The caption reads as follows: Oedd1Ao¢ ó BaciAeUc óexóptvog rrjv keoaArjv roO 
OeodoBou. 


1 THURN, Skylitzes, 79, 61 - 80, 74. 

2 THURN, Skylitzes, 80, 74-76. 

3 DUJČEV, Manasses-Chronik, fig. 56. 
4 THURN, Skylitzes, 80, 77-83. 
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MICHAEL III (842-867) 


Text Theophilos was succeeded by his son Michael and his mother Theodora. 
Theophilos had appointed the magistros and former domestikos ton Scholon Manuel 
and the patrikios and /ogothetes tou dromou Theoktistos as regents. The new 
government assembled the citizens in the hippodrome, spoke to them and swore to 
defend the emperor with their lives.‘ 


Miniature 153, fol. 62r, bottom (Fig. 152): The miniature, painted between the lines of 
this passage, illustrates the accession of Michael Ill to the throne in a conventional 
manner, which is a usual practice in this manuscript (cf. fol. 42v; Fig. 93). Michael Ill, 
who was then three years old, is portrayed beardless on a throne, painted in front of 
an architectonic construction (ò BaciAeUg MixanA). He raises his hand in a speaking 
gesture. He is flanked by two groups of men in decorated tunics, inscribed on the left 
as Ò Aaóg. 


Text When Theodora took over the power together with her son, she abolished 
iconoclasm, which lasted from the reign of Leon V until the death of Theophilos. The 
magistros Theoktistos also supported her, but the patrikios Manuel was at first 
sceptic. He later changed his mind because of the following event: when he was 
seriously ill and no medicine would cure him, he was visited by three monks of the 
Stoudios monastery; they predicted his recovery, if he would worship the icons.? 


Miniature 154, fol. 62v (Fig. 153): The miniature is painted between the lines of this 
passage. An emperor reclines on a bed in front of a vaulted edifice. The inscription to 
the left of it reads, 6 £rírporrog Tod BaciAéuog MixanA ó rrarpíkiog ó MavounA voowv. 
Two dignitaries stand behind the bed and worriedly look at the patrikios. Three badly 
preserved figures in tunics approach and address him. Above them, the following 
inscription is written: oi £AGóvreg povayxoi T® MavounA avayyéAAovtTes wv, eig Tr]V 
TOV EIKOVWV Karakóounoiv raic egiTEA aUTOD ai EKKANGial ávaAáouor. 

The artist painted the patrikios Manuel in this and the lower miniature on fol. 66v 
(Fig. 165) in imperial garments, either by mistake or to denote that he was a regent of 
the emperor. The Stoudites monks are not clad in monastic attires, presumably an 
inaccuracy of the copying artist. 


Text: After Manuel had been healed, he immediately rode to the palace and urged 
the Empress Theodora to restore the icons.? 


Miniature 155, fol. 63r (Fig. 154): The miniature, preserved in a bad state, is painted 
between the lines of this passage. It contains two scenes, arranged from right to left. 
The scene to the right shows a man on horseback, clad in a similar costume to the 


1 THURN, Skylitzes, 81, 86-2. The chapter to the reign of Michael IIl begins with the title: 
apxn Baci^eiag Mixarj uioO OeodiAou roO ¿£ Auopiou roO TpauAod. 

? THURN, Skylitzes, 81, 3 - 82, 31. 

3 THURN, Skylitzes, 82, 34-39. 
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eparch in the upper miniature of fol. 43r (Fig. 94). A man with raised hands stands in 
front of him. The caption, reading ò £rrírporrog roO BaciAécg ó MavounA ray£ugq 
£A00v TW QaciAei, identifies the horseman as Manuel, but wrongly states that he 
came to the emperor and not the empress. The same error also appears in the scene 
to the left: Instead of Theodora, Michael Ill is shown sitting in a vaulted edifice; he is 
inscribed as 0 Baoi^eUg MixanA ó OgodíAou uióg roO ¿£ Apopiou roO TpauAo0. He 
addresses three men in tunics, who presumably announce the arrival of the newly 
recovered Manuel. 

The miniature and the inscriptions therefore deviate from the text. All sources 
containing this episode clearly state that Manuel hurried to Theodora and not to 
Michael IIl.! The artist wrongly painted an emperor, on whose effigy the inscriptions 
were based. 


Text: The Empress Theodora at first hesitated to restore the icons, out of respect for 
her husband or because she was afraid of the reaction of the iconoclasts. When 
Manuel threatened her and her son with death if she would not do so, Theodora, who 
secretly worshipped the icons anyway, ordered a council with the senate and the 
synod in the house of Theoktistos. The council condemned iconoclasm and decided 
to restore the veneration of the icons.? 


Miniature 156, fol. 63v, top (Fig. 155): The miniature, painted between the lines of 
this passage, symbolically illustrates the council of 843 A.D. Theodora (Ocodwpa) 
and Michael Ill (MixanA BacileUg ó OEeodiAou vidg roð TpauAo0) are shown 
enthroned in the middle. Michael Ill, who was then four years old, is depicted 
bearded, while addressing three bishops to the left. The first one is haloed and clad 
in polystavrion3 A group of men in tunics is painted to the right. The miniature is 
captioned, rj cuváOpoicig rU £rrickórruv rfjs ópOooo6tíac. 


Text After the restoration of the orthodoxy, most of the iconoclasts were converted, 
while others were exiled. The iconoclast patriarch loannes Grammatikos was 
dethroned. Prominent members of the palace guard were sent to him to announce 
his fate. loannes, however, refused to abdicate. When Theodora heard of it, she sent 
her brother Bardas to ask loannes why he refused to abandon the patriarchate. The 
malicious loannes asserted that he had been beaten by the messengers of the 
empress, particularly by Konstantinos, the droungaríos tes viglas. He, therefore, 
asked for a period of respite, until his wounds would heal. Bardas realised his intrigue 
and angrily removed him from the patriarchate.* 





1 GENESIOS, 56, 63; THEOPHANES CONTINUATUS, 149, 16. 

2 THURN, Skylitzes, 82, 39 - 83, 56. 

3 GRABAR-MANOUSSACAS, Skylitzés, 49, claimed that he represented Methodios, the 
later patriarch of Constantinople. There is, however, no evidence for this identification in the text 
illustrated by this miniature. 

^ THURN, Skylitzes, 83, 56-84, 76. 
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Miniature 157, fol. 63v, bottom (Fig. 156): The miniature is painted between the lines 
of this passage. It shows two scenes, divided by a vaulted edifice in the middle. Two 
bishops are depicted to the left, making speaking gestures. A backless throne is 
shown between them. A cleric is visible in the background, behind a Stone 
construction suggesting a synthronon (cf. fol. 21r bottom; Fig. 35). To the right, two 
bishops converse with a priest. 

Estopanan identified the left scene as the consecration of Methodios, and the 
right one as showing Methodios visited by two bishops after his consecration.’ The 
consecration of Methodios is, however, depicted in the next miniature, on fol. 64r, 
below the passage mentioning it. Grabar claimed that Methodios and loannes 
Grammatikos are painted to the left, greeting each other: the scene to the right would 
show loannes Grammatikos taking leave from two bishops, after he was removed 
from the patriarchate.? 

For these or any other interpretations of the scenes no textual basis exists.3 The 
following interpretation is, therefore, only a guess, which unfortunately cannot be 
proved: We have seen in a few cases that various personages are not clad in the 
right costume. If one would disregard the costume of the two figures to the right and 
of that to the right of the throne, and taking into consideration the vivid gestures of all 
the figures, the scene to the right may depict the visit of the members of the guard to 
loannes Grammatikos and the scene to the left the visit of Bardas to loannes 
Grammatikos. 


Text: Theodora introduced Methodios to the church as patriarch, still bearing the 
marks of his martyrdom on the body. The entire pious priests, laymen and monks, as 
well as the ascetics in the mountains, gladly approved her choice and streamed to 
the capital to anathematise iconoclasm.4 


Miniature 158, fol. 64r (Fig. 157): The miniature, painted below this passage, 
illustrates the consecration of the Patriarch Methodios. He is depicted slightly 
bending his head in front of a cleric, who blesses him. A domed church is shown in 
the background. Men in tunics attend the ceremony, and not as one would expect, 
more clerics. The caption reads, xeiporoveirai Trarpiápxng ó iepóg kai Beñoç Me8ó6810g. 


Text: loannes Grammatikos was confined in a monastery. There, he saw icons 
portraying the Mother of God, Christ and the Archangels, and ordered his deacon to 
climb up and scratch out the eyes of the figures.5 


Miniature 159, fol. 64v, top (Fig. 158): The miniature is painted below this passage. A 
building is shown to the left, suggesting the monastery. A canopy-like construction 
a rs 

1 ESTOPANAN, Skyllitzes, 88 

* GRABAR-MANOUSSACAS, Skylitzés, 150. 

? GENESIOS 57, 81-88; THEOPHANES CONTINUATUS 150, 9-21; ZONARAS Il], 383, 5- 


8; LEON GRAMMATIKOS 228, 14-20; GEORGIOS MONACHOS, 801, 16 - 803, 26; PS.- 
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with four icons in a row, resembling a short iconostasis beam, is depicted to the left. 
The icons reveal the Virgin and Christ, flanked by two Archangels, all of them 
depicted in separate frames.! loannes Grammatikos stands under an arch and points 
to the icons. A deacon stands on a ladder and scratches out the eyes of the 
Archangel with a knife. The miniature is captioned as follows: tò uovaorrjpiov £v W AV 
Ò àviepoç lavvr|c kai £rrpógra&e TOV &auroÜ Õiákovov ÓveAOeiv kai TOUC ÓdcOaAnoUgG 
efOpueal TWV KEŤ ĠVAOTEIAOÉVWV EiKOVWV. Above the canopy, ai eikovai kai ó 
dlakovog roO lavvry) avoputrwv TOUS OPBadyoUs aurüv is written. The icons of the 
Mother of God and of Christ are inscribed with monograms in black. 


Text: When Theodora heard of the destruction of the icons, she ordered loannes 
Grammatikos to be blinded. Thanks to the intervention of a few influential persons, 
she changed her mind and condemned him to be whipped two hundred times.2 


Miniature 160, fol. 64v, bottom (Fig. 159): The miniature is painted below this 
passage. The state of preservation is bad. On the left, the flagellation of loannes 
Grammatikos is depicted in a similar way to that seen in the upper miniature on fol. 
43v (Fig. 96). Two men in tunics hold the outstretched hands of loannes, while two 
others beat him. They are inscribed, oi HaoTiCovtes Tov aviepov lavvryv Awpoic. The 
flagellation takes place in front of an architectonic complex. 


Text: At first, the Emperor appointed loannes Grammatikos synkellos, and later 
patriarch of Constantinople. loannes frequently advised Theophilos, using 
lekanomantia and magic. The Romans were once attacked by a nation, guided by 
three leaders. loannes advised Theophilos to do the following, in order to predict the 
future: there was a bronze statue with three heads at the Spina of the Hippodrome. 
Three men should take a hammer each and hit the heads in a specific time of night, 
until the heads would fall down. The emperor agreed. To avoid being recognised, 
loannes went to the hippodrome, clad as a layman. He spoke a few magic words and 
ordered the men to strike the heads hard. Two of them succeeded in cutting off the 
heads of the statue, but the third could not. The fate of the three leaders was similar: 
during a civil war in their nation, two of them were killed, while the third one was only 
wounded.? 


Miniature 161, fol. 65r (Fig. 160): The miniature is painted between the lines of this 
passage. A statue with three heads is depicted on a column. Two men stand on two 
ladders and raise their hammers to strike the heads of the statue. Above it, Ò xaAkog 
àvópià kai oi rüTrTOvTEG is written. loannes is shown to the right, instructing the men 
(0 lavvris KeAeUwv TOUS rpeig Gvdpac rraíeiv veavikW>¢ TOV TpIKEmadov avdpidavta). He 





1 It is not an unusual representation of the Deesis, as GRABAR-MANOUSSACAS, 
Skylitzés, 50 claimed, but a literary illustration to the Skylitzes text; see also. A. CUTLER, 
Typical Trimorphon or Deviant Deesis? A Problem in Middle Byzantine Art and Literature, 
Byzantine Studies Conference (9t Annual). Abstracts of Papers, Durham, NC, 1983, 20-21. 

? THURN, Skylitzes, 84, 88-92. 
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is clad in clerical attire, in contrast to the text which mentions that he was clad as a 
layman. 


Text: After the dethronement of the Patriarch loannes Grammatikos, his brother 
Arsaber insulted the new patriarch Methodios. He bribed a woman, who presented 
herself to the Empress Theodora and the regents, and accused Methodios of having 
consorted with her.1 


Miniature 162, fol. 65v (Fig. 161): The miniature appears below this passage in a bad 
state of preservation. A woman is depicted standing in the middle of a long room. 
she is flanked by six seated figures, two of whom are addressing her. The caption 
reads as follows: oi TO yuvaiov ürroo0sipavreg óupoig tirreiv karà roO åáyiou Me8o8iíou 
TOU TTATPIAPXOU. 


Text: A court consisting of laymen and clerics was immediately assembled to 
investigate the accusation. The pious men were sad, while the conspirators 
triumphed. After the woman recounted the alleged crime of the patriarch before the 
judges, the latter were distressed, especially the magistros Manuel, because the 
orthodoxy was at risk of being ridiculed in the eyes of its opponents.2 


Miniature 163, fol. 66r, top (Fig. 162): The miniature is painted between the lines of 
this passage. The Empress Theodora is shown enthroned in a building. The 
inscription, Ò BaciAeüc MixanA ó uióg OeodiAou Tod TpauAo0, wrongly identifies her 
as Michael lll. A group of bishops stands in the middle making speaking gestures. 
The figure clad in polystavrion phelonion represents Methodios, as a comparison with 
the next miniature proves. Above this group, rj GcuváOpoicig TOV iep®v Kai Beiwv 
avdépwv is written. The woman who accused Methodios is depicted to the left, 
surrounded by men in long tunics. 


Text: In order to demonstrate his innocence, the Patriarch Methodios lifted his robes 
and exposed his genitals to the gaze of all the onlookers; they looked atrophied by 
some disease and totally incapable of performing their natural function. The 
accusation was, thus, proved false, to the shame of the conspirators, but it filled the 
devout with gladness of heart and rejoicing.4 


Miniature 164, fol. 66r, bottom (Fig. 163): The miniature is painted below this 
passage. Theodora, again erroneously inscribed as 6 paciAgUg MixarjÀ ó uiòç 
OtodiAou, is portrayed enthroned to the right, as in the previous miniature. Methodios 
is shown in the middle, clad in polystavrion. He lifts his garments, while two groups of 
clerics and laymen in tunics watch astonished. The men in tunics to the right seem to 


$$ 
1 THURN, Skylitzes, 86, 48 - 87, 57. 
? THURN, Skylitzes, 87, 57-66. 
? ESTOPANAN, Skyllitzes, 90, and GRABAR-MANOUSSACAS, Skylitzés, 51, identified this 


figure as Michael Ill. The facial features and the form of the crown, however, suggest that it 
represents Theodora. 
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be retreating from the scene, and probably represent the conspirators. The caption 


reads, O rrarpiápync MEOdS10¢ rà aiboia irropapa8Évra roi THOTOIS SEIKVUWV Kai 
TOUG OUKOdavtas aidxUvwv. 


Text: The pious men were so happy that they began to embrace and kiss the 
patriarch.’ 


Miniature 165, fol. 66v, top (Fig. 164): This partially flaked miniature appears below 
this passage. It shows a man embracing and kissing the Patriarch Methodios, while 
other men are depicted standing behind, as if waiting their turn to congratulate the 
patriarch. Two men in tunics stand to the right, in front of an edifice. The caption 
reads, oi Tepi TOV óciov Me£8ó810v Trarpiápxnv rrigroí, aUTOV &orracóuevot. 


Text: A pious man asked Methodios how his genitals became atrophic. He answered 
as follows: "When | was sent to the pope of Rome, because of the accusations 
against the Patriarch Nikephoros, | was troubled by the demon of the flesh, who 
aroused in me carnal desires. | asked, therefore, the Apostle Peter to release me 
from this passion. He touched my genitals at night and told me that | had not to worry 
any more about sensual desires. | woke up in pain and found myself in the state you 
have seen.” In order to unveil the intriguers, the patrikios Manuel ordered the 
interrogation of the woman who had indicted the patriarch.2 


Miniature 166, fol. 66v, bottom (Fig. 165): The miniature, consisting of two scenes 
reading from right to left, is painted below this passage. The state of preservation of 
the scene to the right is bad. One may, however, distinguish two figures sitting in 
front of an architectonic background. The left one cannot be identified, while the one 
to the right may show Methodios, if we are to judge from his bishop's garments. The 
caption reads, 0 díAoc roO rrarpiápxou Me8o6íou £purüv aüróv TO TAG Apa rà piópia 
£uapávOn. The scene to the left reveals the patrikios Manuel ordering the 
interrogation of the woman. He is depicted enthroned in front of an edifice, clad in 
imperial garments. Two figures stand in front of him. This scene is captioned as 
follows: ó MavounA érpóora£&ev é&eráce! SoOAval TO yuvaiov. We have already 
observed, in the examination of the miniature on fol. 62v (Fig. 153), that the artist 
painted the patrikios Manuel in imperial garments, either by mistake or to denote that 
he was a regent of the emperor. 


Text: The woman, intimidated by men holding swords and stocks with thorns, 
admitted that she had been bribed and named the conspirators.? 

Miniature 167, fol. 67r (Fig. 166): The passage is written partially above the previous 
miniature and partially below this miniature. The woman is painted in the middle, 
raising her hands in order to defend herself. Four soldiers with raised swords 





1 THURN, Skylitzes, 87, 73-76. 
2 THURN, Skylitzes, 87, 76 - 88, 91. 
3 THURN, Skylitzes, 88, 91-1. 
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approach her. The caption reads, TÒ yUvaiov TÒ KaTa TOU TraTpIGpYoU MEGodioyu TQ 
Trovrjpa EFEITIWV, ETACOLEVOV. 

Skylitzes mentions that the woman was threatened with swords and Stocks, but 
only swords are shown in the miniature. The relevant passage in Genesios mentions 
only swords.' This detail is, however, too trivial to assert that the scene was copied 
from an illuminated Genesios manuscript; the artist may have simply replaced the 
stocks with swords. 


Text: During a feast in the palace of the Karianos district, held on the occasion of the 
restoration of the icons, the Graptoi Brothers, who had suffered under Theophilos, 
were also among the guests. Whenever Theodora looked at the verses engraved on 
their faces, she began to cry.? 


Miniature 168, fol. 67v, top (Fig. 167): The miniature is painted below this passage. 
Theodora is shown enthroned with veiled hands in a building. Theophanes and 
Theodoros (Oeddwpog kai Osopávnç oi | parrroí) stand in front of her, making a 
speaking gesture; they are clad in bishop's garments. To the right, ñ gaciAiq 
Oeodwpa arevifouca &ig rà TPOGWTTA TWV ayiwv ©eodwpou kai Oeodavouc roO 
[ parrroó is written. 


Text: When Boris, the leader of the Bulgarians, heard that Byzantium was ruled bya 
woman and her minor son, he sent ambassadors to Constantinople, who threatened 
to break the truce and start war. Theodora answered that the Bulgarians would be 
defeated with the help of God; in the case of her defeat, the victory would be hers 
again, because Boris would have defeated a woman. Boris was so impressed by her 
answer that he renewed the truce with Byzantium.? 


Miniature 169, fol. 67v, bottom (Fig. 168): The miniature, painted between the lines of 
this passage, depicts the Bulgarian embassy to Theodora in two scenes. Boris is 
depicted seated to the right in an aedicula. He hands a letter to the two 
ambassadors. In the second scene, the Bulgarian ambassadors arrive before 
Theodora, shown enthroned in front of an edifice. The horses of the ambassadors 
are arrayed in the middle, tied to a tree. The captions to the figures have been 
swapped and mistakenly identify Boris as Theodora and vice-versa. The caption 
above Boris reads, r gaoiAiq Oeodwpa õexópevn roüc tTrapa Tod Boyopioe! 
TEUPEvTEG, while the inscription above Theodora reads, Bóyopig ó Gpxwv 
Bou óápuv unvüuv rfi BaciAÍó! Ocodwpa. 


Text: Theodora and Boris decided to exchange captives. Theodora asked for 
Theodoros Koupharas and Boris for his sister. The latter was converted to 
Christianity and spoke well of it to her brother, who was already catechised by 


es 
! GENESIOS, 60, 66-68. Theophanes Continuatus does not specify how the woman was 
threatened. 
? THURN, Skylitzes, 88, 14 - 89, 36. 
3 THURN, Skylitzes, 90, 42-49. 
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Koupharas. However, Boris remained loyal to his own faith. But when Bulgaria was 


struck by famine, he appealed to the God of the Christians for help and asked his 
subjects to do the same.’ 


Miniature 170, fol. 68r (Fig. 169): The miniature is painted below this passage. It 
shows two groups of Bulgarians, clad in short tunics in prayer with their hands raised, 
or kneeling. A segment in blue is Painted at the top, but the expected hand of God is 
missing. The word BoüAyapoi is written above the group to the left. A tent with a 
curtain is depicted to the right. The long caption on the miniature reads as follows: 6 
BouAyapwv apxwv ouv rravri T® auro AaW TOV TOv Xpiotiav@v &rrikaAo0vrec Osov, 
ià TOV Mpóv, kaOuc ürró Ocodwpou kai rfj; oikeiac  aüro0  àó6cAdfic 
£pugrayoyrjencav. 


Text: Following the salvation of the Bulgarians, Boris was baptised by a bishop sent 
to him, who christened him, Michael, after the Byzantine emperor Michael. Another 
event also contributed to his conversion. Boris was a passionate hunter and asked 
the monk Methodios, a painter from Byzantium, to decorate his new house with 
paintings; he did not specify the animals he wanted to See represented, but instead 
asked him to depict something that would instil shock and fear in viewers. Methodios 
painted the Last Judgment, because he could not think of anything more frightening. 
When Boris saw the paintings, he was so impressed that he decided to convert to 
Christianity.? 
Miniature 171, fol. 68v (Fig. 170): The miniature, painted below this passage, shows 
the baptism of the Bulgarian ruler Boris. In. front of an edifice, Boris is portrayed 
standing in a round font. His body is visible from the waist upwards and his hands are 
crossed in front of his chest. A bishop stands to the left and places his hand upon the 
head of Boris. A figure in tunic attends the ceremony, while another one spreads a 
towel.? The miniature is captioned as follows: 6 Juovaxog Me866010c BarrriCuv tov 
ápxuv BouAyápuv. The caption incorrectly calls the bishop who baptized Boris 
Methodios, which is the name of the painter.4 

A miniature on fol. 163v in the Bulgarian Manasses Chronicle also illustrates the 
baptism of Boris, which took place in 865 A.D.5. Boris stands in a font with raised 
hands, while a woman pours water in it. A bishop stands to the right and blesses 
Boris. A group of Bulgarians stand behind him. Michael Ill and Theodora also appear 
in the scene. This miniature is based on the relevant passage of Manasses, as well 
as on the interpolation of the Bulgarian translator, in which the Byzantine emperors 





! THURN, Skylitzes, 90, 50 - 91, 66. 

? THURN, Skylitzes, 91, 66-85. 

3 ESTOPANAN, Skyllitzes, 92, thought that this figure stands in an ambo, behind which two 
candles are shown. The vertical lines behind the figure, however, form a part of the 
architectonic background and do not represent candles. 

^ See also GENESIOS, 69, 49-52; THEOPHANES CONTINUATUS, 164, 13-17; 
ZONARAS, Ill, 388, 12-17. 

5 DUJCEV, Manasses-Chronik, fig. 57. 
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are also mentioned.' It clearly follows a different iconography to the Skylitzes 
miniature. 


Text: The Empress Theodora was pleased about the stability in the West and was 
proud of her achievements. She also decided to convert the Manichaioi in the East - 
also called Paulikianoi after the founder of their heresy - or, if not possible, to 
eliminate them. She sent Leon, the son of Argyros, Andronikos, the son of the doux, 
and Soudales to them. They executed her order by applying hard methods: they 
hang several of them, killed others with the sword and made them suffer in various 
ways; they slaughtered about one hundred thousand people and confiscated their 
property.? 

Miniature 172, fol. 69r (Fig. 171): The miniature, consisting of two scenes, is painted 
between the lines of this passage. Three men are shown seated in front of an edifice; 
the inscriptions identify them as 6 £&£ Apyupod Agwv kai Avdpovikosg kai ó ZouódAngc 
oi TEWOEVTES peragrfjcar TOUS l'lauAIkiavoUg eic rrjv Tv Xpriariavav Opnoktiav. They 
raise their hands in a speaking gesture towards a group of men in long tunics, 
standing with veiled hands in front of them. This scene suggests that the generals 
initially attempted to convert the Manichaioi by preaching to them. The right hand 
side depicts the extinction of the Manichaioi. Two of them, inscribed as oi Mavixaíioi, 
lie on the ground bleeding, while two executioners beat them. A man decapitates a 
group of Manichaioi to the right. 


Text: Michael III had a teacher, who was rude and cunning; he asked Theodora and 
the regent Theoktistos to promote him to a higher office. Theoktistos, however, was 
not convinced. 


Miniature 173, fol. 70r (Fig. 172): The miniature is painted between the lines of this 
passage. Theodora and Michael Ill are portrayed enthroned in front of an edifice. The 
inscription ©godwpa is erroneously written over Michael Ill. An elderly man with a 
white skaranikon stands to the right and makes a Speaking gesture; an inscription 
identifies him as ó Otókrigroc. Three men in tunics with veiled hands are depicted 
behind him. The caption, reading 6 BaciAeUc Mixana ó uióg O£odíAou rrapakaAQv rrjv 
unré£pa autod Oeodwpav kai Tov OeoxtioTov, is based on the text rather than on the 
picture. 


Text: Bardas, the brother of Theodora, used the teacher to discredit Theoktistos with 
the emperor, by asserting that he wanted to blind and dethrone him. They decided to 
kill him. It was planned that as soon as Theoktistos would go to the Lausiakon 
palace, the emperor would follow him and give a sign for his arrest. When 


ees 


1 For a translation in German of the interpolations of the Bulgarian translator, see D. 
PETKANOVA, ‘Quellen reinen Wassers ...'. Eine Anthologie bulgarischer mittelalterlicher 
Literatur, Berlin 1979, 37-39. 
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Theoktistos went out to the street, he sensed the trap and tried to escape. He ran 
towards the hippodrome, in the direction of the asekrete/a buildings. He was arrested 
and brought to the Skyla Gate. The conspirators decided to assassinate him, out of 
fear of the empress; they sent a man of the imperial guard (Etaipeia) to kill him with 


the sword. When .Theoktistos saw him approaching, he took a footstool to protect 


himself. He was, however, struck in the abdomen and died." 


Miniature 174, fol. 70v, top (Fig. 173): The miniature, preserved in a bad state, is 
painted below this passage. Theoktistos is shown seated in front of an architectonic 
background. The artist depicted him in imperial garments, presumably in order to 
indicate, that he was one of the regents. He raises a footstool above his head, while 
a soldier pierces his abdomen with a sword. The caption above Theoktistos reads as 
follows: Ò Otókrigrog TOV okápvov Aafuv WÇ Eide Tov Gvdpa £pyxóuevov ¿T aüróv 
£oókt! SefagGai rr|v BoArjv. Above the soldier, 6 Tr£uipOeig Movedoal TOV OeókricgTOv 
KPOUWV KATA yaoTépa auTod is written. 


Text: After the assassination of Theoktistos, Bardas was promoted to ep/ fou 
kanikleiou. When Theodora heard of the murder of Theoktistos, she insulted both her 
son and her brother and wished them a similar death.2 


Miniature 175, fol. 70v, bottom (Fig. 174): The miniature appears below this passage, 
in a bad state of preservation. Theodora (fh paciAig Oeodwpa) is shown standing 
while addressing Michael Ill and Bardas. Both men are clad in imperial garments and 
hold a red akakia each; they are marked, MiyanA 6 BaciAeUq ó uióg Oeodwpac kai 
Påpõaç (instead of Bapdac) 6 rfi; Seatroivng AdeAhoc. 


Text: Michael Ill and Bardas could not stand Theodora’s insults, so they decided to 
remove her from the palace, and rule alone. Theodora, who was a clever woman, 
caught onto their plans, but wanted to avoid a bloodshed. She assembled the 
senators and showed them the treasure kept in the palace, in order to prevent her 
son wasting it and to assure them of her own economy. After she had informed the 
senators about the empire's financial situation, she left the palace.3 


Miniature 176, fol. 71r (Fig. 175): The miniature is painted between the lines of this 
passage. Theodora is portrayed enthroned, while addressing the senators who are 
gathered in front of her with veiled hands. The caption reads, rj cüykAnroc kai r| 
paciAig Ocodwpa OóraAeyouévny rrpógc THV GUYKANTOV. 


Text: The Empress Theodora and her daughters used to go to the Blachernai church 
in order to pray. Michael Ill and Bardas, who knew of it, sent Petronas, another 
brother of Theodora, and tonsured them. They detained them in the palace of 
Karianos, and confiscated their property.4 


1 THURN, Skylitzes, 94, 70 - 95, 94. 
? THURN, Skylitzes, 95, 5-9. 

3 THURN, Skylitzes, 95, 9 - 96, 28. 
^ THURN, Skylitzes, 97, 59-66. 
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Miniature 177, fol. 71v (Fig. 176): The miniature, preserved in a bad State, is painted 
between the lines of this passage. Two imperial figures in golden costumes are 
shown to the right. They are watching a priest cutting off the hair of a figure, possibly 
one of the daughters of Theodora. Four figures in tunics are depicted to the left, 
presumably the other daughters. The caption is partially effaced, but may be 
reconstructed as follows: keípouci Oeodwpav kai Tag Ouyarépaq aUTfjc rrpocró&ei 
MixarjA roO üio0 aürfic kai Bapda tod dógAdo0 aürfic. 


Text: Michael IIl and Bardas decided to go on a campaign against the Ismaelites and 
Amer, the Emir of Melitene. The army reached Samosata, a powerful city in the 
region of Euphrates, and besieged it. The Saracens pretended to be cowards and did 
not appear on the ramparts to fight. 


Miniature 178, fol. 72r (Fig. 177): The miniature is painted between the lines of this 
passage. A fortress, labelled rj rróhig rà Xauócara, is depicted to the left. In 
accordance with the text, no defenders are shown on the ramparts. Three men with 
axes are depicted in front of the gate. Several horsemen, holding arches, lances and 
banners, approach from the right; they bear the inscription ò BaciAikóq OTparóc. 


Text: On the third day of the siege, a Sunday, the Saracens suddenly came out of the 
city and attacked the Byzantines, while they were attending the liturgy. The 
Byzantines were forced to retreat and at the last moment the emperor escaped on 
his horse. During the battle, Karveas, the leader of the Manichaioi, managed to 
distinguish himself; he killed several soldiers and captured many of them, among 
them one hundred officers.? 


Miniature 179, fol. 72v (Fig. 178): The miniature is painted below this passage, but 
not immediately after it. It shows the battle between the Byzantines and the 
Manichaioi, and the escape of the emperor. The Manichaean cavalry (oi Maviyaioi 
Tp£rrouci TOUG Pwyaiouc) attacks the Byzantines with lances and swords (Tp£rrovrai 
Pwpaîoi). A decapitated soldier is shown on the ground. The emperor, identifiable by 
his crown, escapes on horseback, followed by a few riders. 


Text: Amer again embarked on a campaign against the Byzantines, but the Emperor 
Michael III did not have the courage to face him. Instead, he ordered Petronas, the 
brother of Theodora, to lead the army. At that time, Petronas was then near Ephesus; 
when he received word from the emperor, he became anxious. He mounted his 
horse und visited the monk loannes, who lived in the Latros mountain, and asked him 
for advice. The monk instructed him to fight against the Saracens and told him that 
God would protect him.3 


Miniature 180, fol. 73r (Fig. 179): The miniature is painted between the lines of this 
passage. Petronas is depicted on horseback, riding in the direction of a hill. He 
a 

1 THURN, Skylitzes, 98, 82-89. 

? THURN, Skylitzes, 98, 89 - 99, 5. 

? THURN, Skylitzes, 99, 17 - 100, 32. 
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makes a speaking gesture and holds a lance. A bearded man, probably the monk, 
appears in a gap in the hill; he is identified as 6 £V TW Opel Aórpti povaxóg Iwavvne. 
The inscription above Petronas reads, ò rfc Baoiðoç Oeodwpag adedpdc ó 
Metpwvac £A80)v ev Tw Spel Aatpe! Howra Tr£pi TOO rrpáyparoc. 


Text: During the battle between Petronas and the Saracens, the Emir Amer was 


surrounded and tried to escape three times, unsuccessfully. He was finally killed 
together with all his men.1 


Miniature 181, fol. 73v, top (Fig. 180): The defeat of the Saracens is shown in a good 
preserved miniature, painted below this passage. Amer's troops (oi roO Auep) and 
those of Petronas attack each other. Both companies are depicted holding lances 
and banners. A Byzantine soldier to the left pierces a rider's back. Several soldiers 


are shown lying dead on the ground. The caption reads, oi mepi Tov Nétpov (Sic) 
PWHAIO! rp£rrouct Tov Apep. 


Text: Petronas returned to Constantinople and brought with him the monk who had 
predicted the victory. He commended him to the emperor and to Bardas.? 


Miniature 182, fol. 73v, bottom (Fig. 181): The miniature is painted below this 
passage. Five riders led by Petronas are depicted. Petronas turns in the direction of 
a monk, who rides in the Amazon's manner. A banner holder follows, together with 
two more riders, carrying lances. The miniature is captioned as follows: ó NMetpwvac 
TOV povaxoóv KOŲİÍČEI ET’ QÙTOÛ TÓV THY viknv aurQ TrpORECTTiGavTa kai EPXETAI EIC 
paciMéa kai róv avTOU ddeAdov peta THY TOV GAAOPUAWV karakorrriv. 

Text: The episode recounted in this Passage took place under the reign of 
Theophilos. A student of Leon the Philosopher, who specialised in geometry, was 
employed as ^ypographeus by a general. The young man was captured during a 
battle against the Arabs. When he heard that the ruler of the Arabs was interested in 
geometry, he wanted to find out how much knowledge and education the Arabs had 
in this area. The leader of the Arabs, Mamum, invited him and claimed that his 
teachers were the best scholars in geometry. The teachers made several geometric 
drawings, but would not explain them.3 


Miniature 183, fol. 74v (Fig. 182): The miniature is painted below this passage. 
Mamum is shown seated in front of a fortress (ò Mapoúp). He introduces a teacher, 
holding a panel and drawing with a pencil to the young man (Pwuyaiog ò aixuáAuroq 
Trails ó YEWHETENS). Three more Arabs with turbans are depicted behind him. Above 
them, o! Tg y&perpiag SiddaoKaAo! Tod MapoüUu xapáccovrec kai ógIkvÜovrec is 
written. 


Text The young captive began to explain the drawings. The teachers were so 
impressed that they wanted to know if Byzantium had more educated men like him. 


1 THURN, Skylitzes, 100, 32-55. 
? THURN, Skylitzes, 101, 59-63. 
3 THURN, Skylitzes, 102, 87-12. 
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He said that he was only one of many students, and told them about his teacher, 
Leon the Philosopher, who was fully devoted to science. Mamum immediately wrote 
a letter to Leon asking him to come to his country and teach them, promising many 
gifts and honours. The young man was released and sent to Leon with a letter.’ 


Miniature 184, fol. 75r (Fig. 183): The miniature is painted below this Passage. Leon 
the Philosopher is shown sitting in front of an architectonic background. He reads a 
letter, in which one can distinguish the words, NIZTEVOMEN KATONEPTON Four Arabs 
with turbans are arrayed in front of him, while two others converse to the left. The 
caption reads, A£uv ó diAócodog TÒ Trapa roO Apoùy (sic) ypáuua OEEQuEvoc Sid Tod 
Traido¢ aixyGAwTov roO oikeiou "aOntTod. The student of Leon, who brought the letter 
to him, is not depicted. 


Text: Mamum sent an embassy to Theophilos and asked him to allow Leon the 
Philosopher to teach him. He offered him one hundred centenaria and peace. 
Theophilos rejected Mamum’s request, because he considered it inappropriate to 
provide the Arabs with knowledge for which the Byzantines were admired by other 
nations. 


Miniature 185, fol. 75v (Fig. 184): The miniature is painted between the lines of this 
passage. The embassy to Theophilos is shown in three scenes, arranged from right 
to left. Mamum (ò Mapoùúp) is depicted with a halo under a tent. He hands a letter 
over to an ambassador. The latter is represented in the middle on his way to 
Theophilos. The emperor is portrayed to the left, enthroned under a tent which is 
similar to Mamum's (OgddiAog ó BagiAeUc). He receives the letter from the 
ambassador. 


Text: Ignatios succeeded Methodios when the latter died after having served as 
patriarch for four years. He was the son of the daughter of the Emperor Nikephoros, 
the son of Michael, who was forced to abdicate. He was castrated and became a 
monk. He became the abbot of the monastery of Satyros and was finally inaugurated 
as patriarch.? 


Miniature 186, fol. 76r (Fig. 185): The miniature is painted below this passage. 
Ignatios is portrayed enthroned in front of a church. Two deacons stand in front of 
him making a speaking gesture. Three men in tunics, turning in different directions 
and raising their hands, are shown to the right. The caption reads, xeiporoveirai 
TraTpiápxng lyvatioc. The miniature, however, does not show the consecration 
ceremony, as represented in other miniatures in this manuscript, e.g., on fols. 64r 
and 76v bottom (Figs. 157, 187). Ignatios is not even clad in bishop's garments, but 
in the attire of a monk.4 


eee 
1 THURN, Skylitzes, 103, 27-37. 
? THURN, Skylitzes, 104, 55-68. 
? THURN, Skylitzes, 106, 16-22. 
^ See also the chapter on the Iconography. 
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Text: The Patriarch Ignatios denied Bardas access to the church, because he had 
abandoned his wife and lived with his daughter-in-law. Bardas asked for forgiveness 


in vain and finally removed Ignatios from the church, confined him in the tomb of 
Kopronymos and ordered ruthless men to guard him. 


Miniature 187, fol. 76v, top (Fig. 186): The miniature appears below this passage. A 
large tomb, decorated with a cross, is depicted in the middle. It suggests the tomb of 
Kopronymos. A group of soldiers with lances guard it. The caption reads as follows: 6 
Bápoóac, atrokAgioas Tov iepurarov lyvatiov Tov rrarpiápynv év TW TOU Kotrpovupou 
TAapW Sid TÒ ph ürrakoüeiv TÂ TapakAngEl autos, £rriorrjoac TouTw Kai guAakac. It is a 
summary of the text rather than a Caption to the miniature. 


Text: Bardas nominated (TrpoxeipiCerar) the protoasekretis Photios as patriarch of 
Constantinople, renowned for his wisdom. The representatives of the pope, sent to 
Constantinople against the iconophiles, were also persuaded to Support this decision. 
Ignatios was brought back from exile and was Officially dethroned by the synod, 
which took place in the church of the Holy Apostles.2 


Miniature 188, fol. 76v, bottom (Fig. 187): The miniature, preserved in a bad State, is 
painted between the lines of this passage. It shows the consecration of the Patriarch 
Photios in an architectonic complex. The figure to the left, signifying Photios, bends a 
little in front of another cleric. Two men in long tunics are shown to the right; they do 
not seem to be attending the ceremony. The caption reads, TIPOXEIPIGIGC Pw tiou 
TATpIapXou. It is based on the text, in which the word TIPOXEIPICETAI appears, and not 
on the scene. The latter shows a consecration, similar to that seen on fol. 64r (Fig. 
157), the caption to which correctly includes the word yeiporoveirai. 


Text: In order to receive quick notification of the Saracen's attacks, previous 
emperors built the fort of Loulon on a hill near Tarsos. When the guard of the fort 
noticed an attack, they lit a fire. The signal was sent to the Argaion mountain and 
from hill to hill to Constantinople.3 


Miniature 189, fol. 77r (Fig. 188): The miniature is painted between the lines of this 
passage. It illustrates the system of sending messages via fire signals. A fort, 
labelled Tò AodAov $poüpiov, is depicted to the left. A man in short tunic pokes a fire 
in front of it (kai 6 rrupoóc). A man behind him observes his activities. A third man 
keeps watch over a fire burning at the foot of a hill, suggesting the mountain Argaion 
(0 Apyaiog Bouvóc). Another fire burns on the slopes of the hill, above which 6 
TUPGOs is written. 


Text: On one occasion, the signal was lit on the Pharos while the Emperor Michael III 
was racing in his chariot, near the church of St. Mamas. He was very annoyed, 
because it diverted the attention of the spectators. He therefore ordered the 





! THURN, Skylitzes, 106, 22-28. 
? THURN, Skylitzes, 106, 37-107, 44. 
3 THURN, Skylitzes, 107, 64 - 108, 78. 
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abolishment of the signals around Constantinople, so that he could enjoy the chariot 
races undisturbed. ' 


_ Miniature 190, fol. 77v (Fig. 189): The miniature is painted between the lines of this 
passage. Michael Ill is shown standing on a two-wheeled chariot, pulled by two 
horses. He holds the bridles with one hand, while his other makes a gesture of 
annoyance. A high architectonic construction with houses on the roof, labelled 6 
apo, is depicted to the left; the whole complex is surrounded by huge flames (6 £v 
Tw Papw rrupoóc). A group of spectators watches the scene from the right. The 
caption reads, rjvioxüv ó BaciMeUg MixanA 6 uiòç OtojiAou to TpauAo0. The 
illustrator apparently misunderstood his text and illustrated the Pharos burning, 
instead of giving a signal. 


Text: Michael Ill was once standing on a chariot in the hippodrome (he was clad in 
blue), when a message arrived stating that the Arabs had invaded Asia. The 
protonotarios announced the event to the emperor and gave him a letter from the 
domestikos ton scholon. Instead of undertaking any action, the emperor began 
shouting because he had been disturbed during the race.? 


Miniature 191, fol. 78r, top (Fig. 190): The miniature is painted between the lines of 
this passage. Michael IIl is portrayed enthroned in front of an aedicule (ó BaciAeüq 
MixanA ò OtodíAou tod TpauAo0 Uióc). A dignitary stands behind him. The 
protonotarios hands a letter over to another dignitary. A man in tunic with raised 
hands is shown to the right. The caption reads, 6 rrpurovorápioc didwv TÒ vpappa TO 
paciAeT. 

The cited passage mentions that the message reached the emperor while he was 
taking part in a race.? The illustrator, however, used a stereotyped audience scene to 
render this episode. 


Text: The emperor met once a woman, who was returning from the baths holding a 
jug (he had baptised her son). He dismounted from his horse and sent the senators 
accompanying him to the palace; he remained there with a few corrupt companions. 
He took the jug from the woman and asked her to receive him as a guest and offer 
him some rye bread and white cheese. When the woman stood petrified by his words 
and the thought that she had nothing to offer him, the emperor took her towel, which 
was still wet, spread it on the ground and organised a meal there.4 


Miniature 192, fol. 78r, bottom (Fig. 191): The miniature is painted between the lines 
of this passage. A woman, holding a large vessel and carrying a child on her 
shoulders, is shown in front of a building, suggesting the bathhouse (n ¿K TOU 
BaAdaveiou yuvr) ri £rravrikouca). Michael III is depicted on horseback. A man holds 
the bridles of his horse. A group of soldiers with lances are arrayed to the right. A few 
I —— —— EL 

1 THURN, Skylitzes, 108, 78-86. 

2 THURN, Skylitzes, 108, 86-109, 3. 


* A similar reading is found in THEOPHANES CONTINUATUS, 198, 14. 
* THURN, Skylitzes, 109, 8-23. 
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of them are looking in the direction of the emperor, while others withdraw. The 
caption reads, 0 BaciAeUc Mixar]A ó Ot£ódiAoc uióc tod TpauAo0 CTTEPXOUEVOS perá 
TAS yuvfic. The illustrator depicted the woman carrying a child, because the cited - 


passage mentions that the emperor had baptised her son. Instead of senators, only 
the emperor's guard is shown. | 


Text: The hatred against the emperor also escalated because of the following event: 
the emperor often passed time with a group of vulgar men. He used to dress them in 
priestly garments and let them parody the liturgy. He called Gryllos, their leader, 
patriarch, and his eleven companions, metropolitans. This sacrilegious troupe once 
came across the Patriarch Ignatios and his clergy. Gryllos lifted his garments and 
more loudly than usual played music instruments with his men; they insulted the 
pious men with slanderous words. 


Miniature 193, fol. 78v (Fig. 192): The miniature is painted below this passage. Four 
musicians are depicted to the right. The first one holds a stringed instrument, the 
second a flute, the third one raises two cymbals and the fourth one plays a psaltery. 
Two of the musicians wear unusual headgear. Two figures, clad in odd garments, 
stand under a canopy-like construction with marble walls. The left one wears a long 
tunic, eo/frachelion, phelonion and skaranikon. The figure to the right is crowned and 
holds a red akakia; the dibetesion with the /oros are visible under a white phelonion. 
A rectangular halo surrounds the heads of these two figures. The identification of the 
crowned figure to the left is uncertain.? The odd garments may, however, suggest 
Gryllos parodying the patriarch. The caption above the musicians reads as follows: 6 
[pUAAOG TH KANPW kai rfj ATÂ GUV TÔ rrarpiápxn £pxopévu) Utravtrjaas éAo|Swpel Kai 
eoKxotite. Above the building, lyvatioc ó TATPIAPXNS GuvavTwWv TH l'oUAAQ is written. 


Text: The end of Bardas was predicted by several omens. One of these was a 
peculiar dream: He saw that he and Michael Ill would go to St. Sophia on the 
occasion of a feast; when they arrived there, men clad in white led them to the 
balustrade of the sanctuary; Bardas saw nothing else except the Apostle Peter, 
seated on the patriarchal throne, and the late Ignatios lying at his feet and asking for 
revenge for his sufferings.? 


Miniature 194, fol. 79r (Fig. 193): The miniature is painted between the lines of this 
passage. A bed is depicted to the left, indicating that this is a dream. A vaulted 
edifice, suggesting the St. Sophia church, is painted in the middle. Five men are 
seated in the interior and are conversing. The two middle ones are clad in white 
garments. Two men in tunics approach from the right, raising their hands in 
astonishment. They suggest Bardas and Michael Ill. The caption reads as follows: öv 
kað’ ürrvouc eüpe kaícap 6 Bápóag árreAGuv ùv T® MixarA év TW OEIW vao kai TOUS 
AeUKOQÓpoug Opav kai TO ££fic. 





1 THURN, Skylitzes, 109, 24 - 110, 43. 
? THEOPHANES CONTINUATUS, 201, 11-17, recounts this episode similarly. 
3 THURN, Skylitzes, 111, 57-67. 
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The miniature does not render the text accurately. None of the two men approaching 
is clad in imperial garments, although the emperor is mentioned in the relevant 
passage. None of the men in the building can be identified as the Patriarch Ignatios, 
who should be depicted prostrate, if not in appropriate attire. The men in white are 
inspired by those leading Bardas and the emperor, but are mistakenly moved into the 
sanctuary. The elderly figure to the left has the facial features of St. Peter, but the 
prominent position of the Apostle recounted in the text is not emphasised in the 
picture. There is no text in the vicinity of this miniature which could explain this scene 
in a better way; one may, therefore, count out the possibility that the miniature was 
copied here from somewhere else. 


Text: On the way to a campaign against Crete, the emperor and the 
parakoimomenos Basileios, who later became emperor, assassinated Bardas. When 
the latter saw the men attacking him with swords, he threw himself to the feet of the 
emperor. The soldiers dragged him away and cut him into pieces; they hanged his 
genitals on a spear and put them on display.' 


Miniature 195, fol. 80r, top (Fig. 194): The miniature, the only one framed in this 
manuscript, is painted between the lines of this passage. In three scenes, arranged 
from right to left, it depicts the assassination of Bardas; the background is golden. 
Michael IIl is portrayed sitting on a throne and holding a sceptre (ó BagiAeus Miya). 
A narrow building is depicted behind him. Bardas is shown prostrated at the feet of 
the emperor (ó Bapdac). A soldier with raised sword drags him from the leg. In the 
middle of the miniature, two soldiers kill Bardas with swords (ò Bapdac). Two more 
soldiers are shown to the left; one of them holds a spear with Bardas' genitals 
hanging from the top (rà aióoia roO Bapda). 


Text The campaign against Crete was cancelled, and Michael Ill returned to 
Constantinople. The role Basileios played in the assassination of Bardas helped him 
to the throne. As the emperor had no children, he adopted Basileios; he promoted 
him to magistros and crowned him co-emperor in the St. Sophia church.2 


Miniature 196, fol. 80r, bottom (Fig. 195) The miniature is painted below this 
passage and consists of two scenes. Michael Ill is shown enthroned (MiyanA ò 
DaciAEUc). A guard holding a banner stands behind him. A group of horsemen 
approach from the left, led by a man on a white horse. The second scene depicts the 
coronation of Basileios. In front of a church, suggesting St. Sophia, Michael III is 
depicted to the right. The patriarch is shown in the middle while crowning Basileios. A 
group of men make gestures of acclamation. Above the church, the name BaoíAeto 
is written. 


Text: Basileios tried to bring Michael III to his senses. Because the emperor could not 
bear his criticism, he decided to eliminate him. He, therefore, crowned as co-emperor 





1 THURN, Skylitzes, 111, 82 - 112, 15. 
? THURN, Skylitzes, 113, 19-25. 
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a certain Basilikinos, an oarsman of the imperial ship. He dressed him in the purple 
mantle, placed the crown upon his head, and presented him to the senate. He then 


said that he should have promoted this man earlier and that he had regretted having 
crowned Basileios as co-emperor.! 


Miniature 197, fol. 80v, top (Fig. 196): The miniature is painted between the lines of 
this passage. It shows the proclamation of Basilikinos as co-emperor. Michael III is 
portrayed enthroned in the middle, raising his hand in a Speaking gesture (MixarjA 
PagiAeUG ó ulóc OtodíAou). A soldier and two men with veiled hands stand beside 
him. Basilikinos stands to the left with veiled hands: he is clad in imperial garments 
with the /oros and wearing a crown. Above him, 6 BaoiAikivog otédetai is written. A 
bishop, accompanied by two men in tunics, blesses Basilikinos. The presence of the 
bishop is, however, not mentioned in the cited passage. 


Text: Michael III planned the following in order to eliminate Basileios: he ordered a 
man to use his lance during a hunt not against an animal but against Basileios. The 
man, instead of carrying out the emperor's order, admitted it to Basileios. He 
intentionally missed the target, saving Basileios. Instead of suffering, Basileios 
decided to act: Michael Ill was slain in the palace of St. Mamas in the year 6376 (867 
A.D.) at three o'clock at night. Michael Ill had ruled with his mother for fourteen 
years, and on his own for eleven years.? 


Miniature 198, fol. 80v, bottom (Fig. 197): The miniature, preserved in a bad state, is 
painted between the lines of this passage. It contains three scenes, arranged in a 
complicated manner. The first scene is placed in the middle: An emperor, inscribed 
as Bagikelog BaciAEUc, is depicted enthroned, raising his hand. A man in tunic 
whispers in his ear; he is inscribed as ó keAcuaeic dovetoa! aüróv Qyy£AAe! TaÛTA TO) 
BagiAeío. The scene shows the confession of the man who was supposed to kill 
Basileios. Basileios is clad anachronistically in imperial garments and the episode 
apparently does not take place during a hunt, as the cited passage mentions. The 
second scene, to the right, reveals the assassination of Michael Ill. He is depicted 
seated, while an executioner stands behind him and raises his sword in order to 
decapitate him. This scene is captioned, ó BaoiAeUg MixarjÀ odartetal. The third 
scene, to the left, shows the decapitated emperor lying on the ground. Two men in 
tunics make a gesture of lament, while two others with veiled hands turn to the scene 
in the middle. 


! THURN, Skylitzes, 113, 25-38. 

2 See also THEOPHANES CONTINUATUS, 208, 10-22, on whom Skylitzes depends. 
LEON GRAMMATIKOS, 249, 5-250 and ZONARAS, III, 415, 12-416, 2, 2, state that Basilikinos 
was proclaimed co-emperor during a banquet, which took place after a chariot race. Basilikinos 
begun to flatter the emperor for his abilities in the hippodrome and the drunk emperor 
proclaimed him co-emperor; MANASSES, v.v. 5168-5171 (BEKKER, 220-221), reports the 
same episode in brief. 

3 THURN, Skylitzes, 113, 44 - 114, 52. The words kata rà àvákropa ... vukróg were added 
by scribe B after the execution of the miniature (THURN, Skylitzes, 114, 50-51). 
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Text: Basileios originated from the family of the Arsakides, who ruled the Parthians, 
Medes and Armenians. Artabanos, the last descendant of Arsakos, came as a 
refugee to Byzantium together with his brother Kleienes, after he had lost his throne. 
Leon the Great, who was emperor at that time, received them in honour and provided 
them with proper accommodation in Constantinople. When the king of Persia was 
informed of this, he wrote to them asking them to return; he promised to reinstall 
them in their homeland. While the brothers were considering the matter, a servant 
informed the emperor; the letter was handed to the emperor. He settled them and 
their families in the Macedonian city of Nike, because they were among the most 
knowledgeable men." 


Miniature 199, fol. 81r (Fig. 198): The miniature, preserved in a bad state, is painted 
between the lines of this passage. It consists of two scenes. The scene to the right 
shows the two brothers handing the letter to the Emperor Leon (Aéwv ó BaolAEuc). 
The scene to the left depicts the emperor sending the two brothers to Macedonia, 
one of whom holds a basket with their belongings. 


Text: When Krum, the ruler of the Bulgarians, conquered Adrianople, the Archbishop 
Manuel and the parents of Basileios were among the captives; they were transported 
to Bulgaria. Krum respected the faith of the captives, but his successor, his son 
Koutragon (or Mourtagon), hated the Christians and tried to convert them with all 
means. After he failed to convert them with words, he flagellated them; several of 
them died as martyrs. The Archbishop Manuel was also among the Christians who 
were killed.? 


Miniature 200, fol. 82r, top (Fig. 199): The miniature is painted between the lines of 
this passage. It consists of two scenes, arranged from right to left. The Archbishop 
Manuel is shown to the right standing and holding a book (6 apyiepetUc Mavoun kai 
oi oùv aUTO)). A group of men in tunics appear behind him. He addresses Koutragon, 
who stands in front of him, accompanied by several Bulgarians. They all wear 
anaxyrides decorated with dots. In the second scene, Koutragon is depicted 
enthroned in front of a house (Koutpaywv 6 BovAyapoc ó uióg Kpoüpou). He is 
accompanied by a guard, who holds a shield decorated with a wing. He orders the 
decapitation of the Christians, represented to the left. Above the man, who is being 
executed, the words ò ápyierríokorrog Mavourj kai oi cüv auri paprupiou orédovrai 
T£À£t are written. None of these men are, however, clad in bishop's costume. 

The characteristic representation of Koutragon, i.e., furry white hat, anaxyrides 
with dots and a short tunic with horizontal bands, indicates that a concrete schema 
was used for Koutragon or for Bulgarians in general. The costume of Koutragon is 


consequently identical to that on fol. 35r, in which, however, he wears a helmet (Fig. 
71). 


——————————————————— 


' THURN, Skylitzes, 115, 57-75. The chapter heading, apxn BaciAeiag BaoiAeiou, is written 
in the right margin of fol. 81r. THEOPHANES CONTINUATUS, 212, 18-213, 21 recounts this 
episode in a similar manner. 

? THURN, Skylitzes, 116, 5-117, 30. 
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Text: Koutragon decided to release the Byzantine captives. When they were 
assembled ready to return home, Koutragon saw the child Basileios happily playing 
and asked it to come near. He took the child in his arms and gave him a big apple. 
Willingly, Basileios sat on his lap and gladly accepted the apple. Koutragon was 
surprised and his subjects murmured that their ruler would let such a noble child go 
away.! 

Miniature 201, fol. 82r, bottom (Fig. 200): The miniature is painted between the lines 
of this passage. Koutragon is portrayed sitting in front of an architectonic complex. 
He holds Basileios in his lap and offers him an apple. A figure in a red tunic, possibly 
denoting the father of Basileios, stands in front of Koutragon with his hands stretched 
out. A group of men in tunics of various colours, labelled oi aixuáAuroi, is shown 
retreating to the left; a few of them turn their heads backwards and raise their hands. 
The miniature is captioned, Koutpaywv 6 BouAyapos Tov BagiAgiov traida AaBwv 
aorrácerai Sous kai ufjAov aüTQ. 


Text: The great future of Basileios was predicted by a series of omens. His parents 
were once working in the fields and left their son Basileios in a provisional tent made 
of sheaves, to protect him from the sun. But when the sunbeams broke through the 
cover and bothered the child, an eagle came and spread his wings over Basileios to 
shelter him. As soon as his mother saw this, she threw a stone and drove the eagle 
away. She returned to the men, but the eagle appeared again above Basileios and 
again she drove it away. After this happened several times, she understood that this 
was a sign from heaven.? 


Miniature 202, fol. 82v (Fig. 201): The miniature is painted between the lines of this 
passage. It consists of two scenes: The scene to the right shows Basileios swaddled 
under a tent made of sheaves (0 rraig auris BaoíAeioc). An eagle with outstretched 
wings flies over the child and catches the beams of the sun, painted in red (6 detdc). 
As usual, the sun is represented in the shape of a youth's head (6 Alo). The eagle 
is depicted a second time above the first one, presumably to indicate that the event 
took place several times. Basileios' mother stands to the left holding a stone; she 
wears a long, red tunic and has a white kerchief. The scene to the left shows three 
men mowing under the guidance of a standing figure, which should be identified as 
Basileios' father; he wears a short tunic and white anaxyrides decorated with dots. 
Basileios’ mother stands in the middle and raises her hand in a gesture of 
astonishment. The scene presumably reveals the moment she recounts the omen 
which she had seen. The caption to this miniature, written above this scene, reads as 
follows: ó rrarrjp Tod BaciAeíou kai rj urjrrpp auro &£eAOóvreg eig TO Oépoc. 


Text: Following the death of his father, Basileios went to Constantinople in search of 
a better life, despite his mother's objections. He passed through the Golden Gate, 
arrived at the monastery of the Martyr Diomedes and slept on the stairs of the 


1 THURN, Skylitzes, 117, 35 - 118, 45. 
? THURN, Skylitzes, 118, 52 - 119, 75. 
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forecourt. St. Diomedes appeared in the dream of the abbot and asked him to bring 
Basileios into the monastery, because God had predestined to become emperor. The 
abbot ignored the dream, but after it was repeated three times, he went to the gate 
and summoned Basileios.' 


Miniature 203, fol. 83v (Fig. 202): The miniature is painted below this passage. It 
illustrates it in two scenes, placed in a variegated architectonic complex. At the top of 
a canopy-like construction, under which vegetation grows, 4 EKKANGIA TOU Aviou 
Aiourjboug is written. St. Diomedes is shown larger than the other figures, standing in 
frontal view. He is haloed and wears a blue tunic and a brown mantle. He addresses 
the abbot, but looks in the opposite direction. The abbot is lying on a bed and raises 
his hands in a gesture of scepticism. In the second scene, the abbot is depicted 
inviting Basileios (BagíAetoc), who is represented sitting to the right. Basileios wears 
anaxyrides decorated with dots, similar to the Bulgarians on fol. 82r (Fig. 199) and 
his father in the previous miniature. The miniature is captioned as follows: 6 Ayloc 
Aioundng £rrigràüg karóvap TW rfj povfjc riyoupiévu) KEAEUE! kaAécai TIPO TAS rrüAng 
BacíAeiov kai £ioayóvra £ripeAeiag aEiMaal WS xplauévov BaciAéa Trapa Oeo0. 


Text: The mother of Basileios dreamed of a tall, golden cypress, with Basileios 
standing on top of it. She told this dream to another woman, who interpreted it as an 
omen that her son would become emperor. From that moment on, Basileios' mother 
no longer worried about him.2 


Miniature 204, fol. 84r, top (Fig. 203): The miniature is painted between the lines of 
this passage. It consists of two scenes, arranged from right to left. The mother of 
Basileios is shown sleeping on a bed (ñ untnp roO BaaiAciou Kai N Kurrápioocog rjv dE 
kað’ ürrvouc). An aedicula with a curtain appears behind her. A child is depicted 
standing amongst the leaves of a cypress (ñ kurrápiccog). In the left scene, a woman 
with white kerchief is represented sitting. With vivid gestures, she explains Basileios' 
mother's dream. The latter, identifiable as such by the red garment which she also 
wears in the scene to the right, is represented sitting opposite her while raising her 
left hand in a gesture of surprise. Both women are shown in front of narrow edifices. 
The caption to this scene reads, 1) urjrpp roO BaoiAgiou óiyoupévr rfj yuvaiki TÒ 
Opaua. 


Text: Theophilos, the master of Basileios, was sent to Peloponnesus and took 
Basileios with him. With his escort, Theophilos entered the church of St. Andreas in 
Achaia to pray. The monk attending the church, however, did not welcome him at all. 
When Basileios entered the church later, the monk immediately stood up and 
received him in a manner appropriate for emperors. 


Miniature 205, fol. 84r, bottom (Fig. 204): The miniature is painted below this 
passage. It consists of two scenes, arranged from right to left. Theophilos is shown to 


ee ee 
! THURN, Skylitzes, 120, 90-15. 
? THURN, Skylitzes, 121, 35-45. 
3 THURN, Skylitzes, 121, 46 - 122, 59. 
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the right, standing inside a church and raising his hand (OeódiAoc). An beardless 
monk (0 povaxóc) sits in front of the altar and synthronon and addresses him, in 
contrast to the text. The scene to the left reveals Basileios (6 BaciAeioc) standing in 


the church. The monk stands up from his seat and welcomes him by bending 
forwards (0 povayóc). 


Text: The people who observed the scene in the church reported the event to 
Danielis, a woman of the highest Standing in local society. Danielis reproached the 
monk for never having honoured her and her son in such a way. The monk replied 
that Basileios had been selected by God to become emperor. Theophilos returned to 
Constantinople, while Basileios was forced to remain in Patras because of an illness. 
When he recovered, Danielis invited him to her house and offered him many gifts.1 


Miniature 206, fol. 84v (Fig. 205): The miniature is painted below this passage. It 
consists of two scenes, arranged from right to left. Danielis is represented sitting in 
front of an architectonic structure (1 AaviAic). She addresses a monk standing in front 
of her. The inscription wrongly identifies the monk as BaoiAzioc. To the left, a partially 
damaged scene shows a group of people visiting Basileios who lies on a bed. One of 
them holds a gift. Danielis is depicted at the back of the group. The caption to this 
scene reads: rà óo8évra óupa TH BaoiAeíu Trapa rfjg AaviAióoc. 

The illustrator inaccurately showed Danielis visiting Basileios and offering him 
presents, apparently during his sickness. The text actually describes Basileios' visit 
to Danielis' house following his recovery. 


Text: When Basileios visited Danielis, she asked him to join her son loannes in 
spiritual brotherhood. Basileios fulfilled her wish, and she revealed to him that he 
would become emperor.2 


Miniature 207, fol. 85r (Fig. 206): The miniature is painted below this passage, the 
beginning of which is written above the previous miniature. It consists of two scenes: 
The left one illustrates the visit of Basileios to the house of Danielis. Basileios, 
Danielis and her son loannes are shown dining around a table (6 BagiAgioc, 4 
AaviAic, 0 uióc aurfic). The scene to the right shows the fraternisation of Basileios 
and loannes in a church. A haloed bishop holding a book is depicted standing in front 
of a baldachin and making a gesture of blessing. Basileios and loannes are depicted 
to the left, in front of a lectern with an open book on it. They are bending forward a 
little raising their hands. Danielis (ñ Aavidic) stands to the left, while a group of 
figures is shown to the right, behind the bishop. A few lighted candles are affixed on 
the balk of the marble wall of the church. The caption to this scene is written in the 
upper margin of this folio and reads as follows: 6 BagiAglog kai ó uidc Tic AaviAic £v 
TH EKKANGIA cuvó£ovrai áóeAdórnrI TVEUPATIKAC OIABEDEWS. 





1! THURN, Skylitzes, 122, 59-79. 
? THURN, Skylitzes, 123, 80-91. 
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Text: One day, Antigonos, the son of Bardas, organised a banquet. A few Bulgarians 
and Theophilos, the master of Basileios, were among the guests. The Bulgarians 
boasted that one of their countrymen was invincible in wrestling. Theophilos 
proposed that Basileios should fight him. Basileios lifted him up easily and threw him 
on the table. 


Miniature 208, fol. 85v, top (Fig. 207): The miniature is painted below this passage; it 
illustrates it in two scenes. The scene to the right shows three men at a table. The 
first one wears a mantle and is inscribed 6 Avtiyovoc. He addresses a group of men 
in short tunics. The man in frontal view obviously represents the Bulgarian wrestler, if 
one can judge from the colour of his tunic which reappears in the next scene. À &cría 
IS written above the architectonic setting in the background. The scene to the left 
shows Basileios (ó BagiAgiog) throwing the Bulgarian (6 BouAyapos) on a table. The 
three men seated there make gestures which are meant to express their admiration 
for Basileios. 


Text Another event increased the fame of Basileios. The Emperor Michael Ill 
possessed a beautiful but wild horse. One day, he rode it and went hunting. He killed 
a hare with his club, but when he dismounted, his horse galloped away; no one could 
catch it. The emperor became very angry and ordered the hind legs of the horse to 
be cut off, as soon as the horse was caught.2 


Miniature 209, fol. 85v, bottom (Fig. 208): This badly preserved miniature is painted 
between the lines of the relevant passage. It consists of three Scenes, arranged in an 
unusual manner. A group of riders with raised lances is shown to the left. The 
Emperor Michael Ill is portrayed on horseback in the middle of the miniature, raising 
a club. A hare runs away in front of him. This scene is captioned as follows: tic 
KUVNYIOV wÇ £6RA80ev ó BaciAeUc Mixarj. The second scene is painted to the right, 
above the third one. With their lances drawn, cavalry men pursue the emperor's 
horse (ò ittttog þeúywv). The third scene shows the emperor standing in front of a 
rocky landscape. A group of soldiers stands to his right. This scene presumably 
represents the command of the emperor to punish the horse. 

The arrangement of the scenes in this and the next miniature is unique to the 
entire codex. The model of the artist as regards this arrangement cannot be easily 
determined.? 


Text: Through his master, Basileios asked the emperor's permission to bring back 
the horse. He pursued it on another horse, rode next to it, and jumped on its back.‘ 
—————————áoc— P! 

1 THURN, Skylitzes, 123, 3 - 124, 27. 

? THURN, Skylitzes, 124, 32 - 125, 43. 

* MORAVCSIK, Sagen und Legenden über Kaiser Basileios |., DOP 15 (1961), 59-126, 
considered the possibility that this and the next miniature were taken over from a different 
context or even from an illustrated cycle of a legend about Basileios |. The search, however, for 


a different source is not justified, because the scenes can be explained very well by the text of 
Skylitzes. 


^ THURN, Skylitzes, 125, 43-54. 
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Miniature 210, fol. 86r, top (Fig. 209): The miniature is painted below this passage. It 
consists of three scenes, arranged as in the previous miniature. A group of riders in 
military costume, holding lances and banners, appears to the left (oi irrrrokópoi Kai oi 
Gpxovrec). Michael III leads the group holding a standard and stretching his hand out 
(ò Baci^eUg Mixana). In the second scene, Basileios pursues the horse of the 
emperor. He is clad in military costume and holds a banner. The scene below it 
represents Basileios on horseback while returning with the emperor's horse (ò 
Bagiàsioç aywv Tov ÍrrTTOV Tov BactAikov). The costume of the hunters in this and the 
previous miniature is meant to denote the military character of the hunt. 


Text The emperor once went to the Philopation to hunt. The protostrator, i.e., 
Basileios,! was riding in front of him, bearing the imperial bardoukion on his belt. 
suddenly, a giant wolf appeared from the forest. Basileios pursued it and threw the 
imperial bardoukion at it, splitting its head down the middle? 


Miniature 211, fol. 86r, bottom (Fig. 210): The miniature is painted below this 
passage. A group of riders is depicted to the left. The emperor is visible among them, 
recognisable by his crown. A horseman with raised sword is depicted in the middle. 
Basileios is portrayed on horseback in front of him. He is clad in military costume, 
bears a crown and raises the bardoukion. A giant wolf is shown running away 
(Aukoc); blood flows from its head, which is struck by the bardoukion. 

The wolf is not painted in a naturalistic manner; it is closer to a horse rather than 
to a wolf. The miniature includes the imperial bardoukion, a rare illustration of this 
weapon. The artist painted Basileios wearing a crown, although he had not been 
crowned emperor yet, a practice occasionally found in this manuscript for persons 
who later became emperors. 


Text: It is said, that the ka/sar, who as usual rode behind the emperor, secretly 
remarked that Basileios would soon eliminate the entire dynasty of the emperor. 
There was also a rumour that Leon the Philosopher had predicted the abolition of the 
ruling dynasty by naming Basileios as the perpetrator and pointing his finger at him.3 


Miniature 212, fol. 86v, top (Fig. 211): The miniature, painted below this passage, 
shows Leon the Philosopher's prediction. Leon is depicted sitting to the left, 
accompanied by a standing man (Aéwv 6 d$iAócodog TH SakTUAW O£IKVÜG TOV 
BagiAziov). He points to Basileios (ò BagiAeioc), portrayed in front of a large group of 
men, some of whom are shown conversing intensely. One may observe that the 
tunics of Basileios and Leon the Philosopher have a similar decoration in gold around 
the neck. The portrait of the latter differs to that seen on fol. 75r, where he is 
portrayed as an old man (Fig. 183). 





1 THURN, Skylitzes, 125, 56-58. 
2 THURN, Skylitzes, 125, 59 - 126, 64. 
3 THURN, Skylitzes, 126, 65-71. 
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Text: After another hunt, Emperor Michael Ill, together with his mother Theodora and 
some relatives, gave a banquet. Basileios was also invited. Theodora observed him 
keenly. Suddenly, she saw a predictive sign on his face and fainted. The emperor 
immediately called for water and perfumes to help Theodora recover.1 


Miniature 213, fol. 86v, bottom (Fig. 212): The miniature, preserved in a bad state, is 
painted between the lines of this passage. Michael Ill (6 BaciAeüg Mixana) and 
Theodora (ù untnp auro0) are depicted sitting on a common throne. Michael, clad in 
imperial garments with the /oros, embraces his mother who turns her head in his 
direction. They are flanked by two groups of dignitaries making gestures supposed to 
express their anxiety. The man standing beside the emperor is inscribed as 6 
BaocíAeloq. 


Text: Michael Ill asked his mother why she fainted. She answered that it was 
because of a sign, which predicted that Basileios would eliminate their entire dynasty. 
Michael III tried to calm her by praising Basileios for his virtues and loyalty.? 


Miniature 214, fol. 87r (Fig. 213): The miniature is painted between the lines of this 
passage. The composition of this miniature resembles that of the previous one, but 
the position of the two protagonists is reversed. Theodora ( BaciAig ©eodwpa) and 
Michael Ill are shown conversing; the /oros is missing from the costume of the 
emperor. Three dignitaries stand with veiled hands on each side of the throne. The 
caption to the miniature reads as follows: ò Baoikeug MixanA Trjv untépa 
TTAPAUUGOULEVOS ayavakroücav óià Tov BaoíAelov. 


Text: The Emperor Michael IIl promoted Basileios to parakoimomenos and married 
him to a beautiful and intelligent woman. She was the daughter of the noble Ingeros, 
who originated from the family of the Martinakioi.3 


Miniature 215, fol. 87v, top (Fig. 214): The miniature is painted between the lines of 
this passage. Michael III (ò BaciAeUq MixanA) is shown on the throne, while stretching 
out his hand in the direction of the bridal couple, depicted to the left. Two dignitaries 
stand behind him making a similar gesture. The elderly figure in front of the emperor 
is identified by an inscription as ò lykepoc, the father of the bride. Basileios is clad in 
a red mantle decorated with the tab/ion. Eudokia Ingerina, clad in imperial garments, 
Is standing next to him. A man puts his hands on her shoulders. Two priests in white 
phelonia stand in front of a vaulted edifice and are giving bless in the direction of the 
couple. The caption to this scene reads, oTepavoutai yuvaiki ó BacíAetoc. 

Eudokia Ingerina is clad in imperial costume, although she was not yet empress, 
because the artist wished to announce that she would later be crowned. As already 
noted, this is also the case with future emperors in this manuscript. 


EPA 
1 THURN, Skylitzes, 126, 73-82. 
? THURN, Skylitzes, 126, 82 - 127, 95. 
° THURN, Skylitzes, 127, 16 - 128, 21. 
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Text: Skylitzes returns to the assassination of Bardas (fol. 79v). The Emperor 
Michael Ill and Bardas went on a campaign against the Cretans. When they arrived 


at Kepoi, where the river Maiandros flows into the sea, Bardas was assassinated, as 
already recounted.’ 


Miniature 216, fol. 87v, bottom (Fig. 215): The miniature is painted between the lines 
of this passage. It illustrates the campaign against the Cretans with a typical 
representation of the imperial army (6 paciAiKÓóc otpatdc). To the right, a group of 
riders with lances and banners can be seen advancing. None of the horsemen can 
be identified positively as the emperor, or the kaisar Bardas. 


Fols. 88r-95v, quire 11 


The miniatures of the eleventh quire, written by Scribe B, were never painted. Initials 
and chapter headings are also missing. Eighteen miniatures were planned for this 
quire, and blanc spaces were left for this by the scribe. For the following reason, the 
assumption must be revised that this quire replaced a lost or a damaged original one? 
and was thus added after the illustrations were completed: Fol. 88r, the first folio of 
this quire (no. 11), reveals a few traces of paint originating from the upper miniature 
of the facing fol. 87v, the last folio of the previous quire (no. 10). This means that the 
paint had not dried properly when these two quires were bound together; quire 11 is 
therefore a contemporaneous to quire 10. 


BASILEIOS | (867-886) 


The reign of Michael III ends in quire 11 which does not have preserved miniatures, 
as already stated. In the same quire, the reign of Basileios | begins and continues 
into quire 12 (fols. 96r-102v), to be examined here: 


Text: The Croats and the Serbs sent a delegation to Basileios | to submit themselves 
under the rule of the Byzantines.3 


Miniature 217, fol. 96r (Fig. 216): The miniature is painted below this passage. It 
consists of two scenes, showing the delegation of the Croats and the Serbs to 
Basileios |. Four men in short tunics and mantles of various colours are depicted 
sitting with crossed legs to the left. One of them hands a letter to three ambassadors, 
kneeling in front of him. The caption to this scene reads, Xpuoaroi kai Xéppoi 
TépurTOUO! TrpéOBeig rrpóg faciMéa BaoíAeov. In the right scene, the three 
ambassadors arrive before Basileios | (àmokpioiápioi). The latter is depicted 





! THURN, Skylitzes, 128, 27-36. 

?^ DE BOOR, Skylitzes, 14; POMAR, Scylitzes, 16; WILSON, The Madrid Scylitzes, 211: 
OIKONOMIDES, Eparch, 425. 

3 THURN, Skylitzes, 146, 7 - 147, 10. 
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enthroned, stretching his hand out to receive the letter (6 paciAeUc BaoíAeioc). He is 
clad in blue tunic and red mantle and is positioned in front of an architectonic 
complex. An arch emphasises the figure of the emperor. 

This and several of the following miniatures are painted in a much different style 
than the previous ones; they were executed by the western artist B1, who painted 
many more miniatures in this codex. 


Text: The citizens of Capua and Benevento, who were besieged by the Arabs, 
dispatched a herald to the Emperor Basileios | asking for help. The emperor 
promised to sent help. On his way back, the ambassador was captured by 
Souldanos, the ruler of the Arabs. Souldanos threatened to kill the ambassador if he 
did not announce to those who sent him that the emperor would not help them.2 
Miniature 218, fol. 97r, top (Fig. 217): The miniature is painted below this passage. A 
city, labelled as rj BeveBevdds, is depicted to the left. A few soldiers with lances and 
kite-shaped shields are shown on the ramparts. Souldanos is depicted inside a tent 
to the right (0 ZouAdavocg rrepikaOrjuevog rfjc BeveBevdod kai Katrouns). He sits with 
his legs crossed on a round carpet and interrogates the ambassador, who stands in 
front of him with veiled hands (6 órrokpiciápiog Karroüng GAouc épurürai Trapa roO 
2ouAdavou). A group of soldiers with turbans, lances and round shields is depicted to 
the right. One can observe that the illustrator distinguished the nationalities of the 
soldiers by painting different costumes, a distinction which is unusual in the 
Byzantine miniatures of this manuscript. 


Text The captured ambassador approached the walls of the city and asked the 
leaders of the city to come out. Although he knew he would be killed, he announced 
that help from Byzantium was coming. The Arabs immediately cut him into small 
pieces.? 


Miniature 219, fol. 97r, bottom (Fig. 218): The miniature is painted below this 
passage. A city, labelled as rj Kárroua, is depicted to the left. Three men are standing 
on the ramparts, making a mourning gesture. The ambassador is depicted in the 
middle with his hands bound behind his back (ò ürrokpigiápiog Kárrouac). A group of 
Arabs attacks him with raised swords; one of them strikes him on the head; blood 
flows from the wound. 

The text does not specify from which city the ambassador departed from, and 
where he returned.^ The inscriptions above the cities in the last two miniatures, and 
that stating that the ambassador came from Capua, must be considered as arbitrary. 
One may also observe that the inscriptions read Kárroua instead of Katrun, as found 
in the chronicle. 


c ——————— 
! See the Appendix on p. 398. 
? THURN, Skylitzes, 150, 86-3. 
3 THURN, Skylitzes, 150, 4-15. 
4 The same is true for the other sources referring to this event: THEOPHANES 
CONTINUATUS, 296, 8-297, 19: ZONARAS, IIl, 428, 7-429, 6. 
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Text: Esman, the Emir of Tarsos, attacked the city of Euripos with thirty large ships, 
called koumparia by the Saracens. Oiniates, the general of Hellas, recruited people 
from all over Hellas to defend the city. They successfully repelled the attacks of the 
siege engines and burned several Arab Ships with the Greek fire (Uypov rrüp). Esman 
then placed a shield full of gold in front of the trench; the first man to climb the 
ramparts and lead them to victory would receive it as reward, as well as one hundred 
of the virgins who were to be captured. When the defenders of Euripos saw this, they 


realised the gravity of the Situation; after boosting their moral, they opened the gates 
and attacked the barbarians.1 


Miniature 220, fol. 97v (Fig. 219): The miniature is painted below this passage. The 
city of Euripos is depicted to the right (rj rróAig Tod Eupitrou). Several soldiers with 
lances and kite-shaped shields stand on the ramparts. Two groups of riders and foot 
soldiers, inscribed as Pwpaîoi, come out of the city and attack the enemy. Souldanos 
stands in the middle and points to a shield filled with golden coins (6 2ouAdavoc). A 
group of Arab soldiers with turbans and round shields retreat behind him 
(2apaknvoi); two more groups of Saracens are depicted below it, passively facing the 
attacking Byzantines. The soldiers Standing in front of Souldanos wear identical 
helmets to those of the Byzantines, but have no lances and hold round ‘Saracen’ 
shields, a discrepancy which must have Originated in the course of the copying 
process. One might consider that they originally represented fleeing Saracens, if one 
assumes that it is easier to change the headdress than the shape of the shield. The 
rubricator also identified them as 2 apakr|voi. 


Text: The Cretans attacked Peloponnesus under the leadership of Photios. The 
Byzantine fleet, commanded by the patrikios Niketas Ooryphas, arrived at 
Peloponnesus and defeated the Cretans. Ooryphas ordered severe punishments for 
the captives: Some of them, especially those who refused to be baptized, were 
flayed, others had the Slings pulled out from the neck to the ankles; other captives 
were pulled up with ropes and then thrown into containers filled with boiling tar, and 
many others suffered tortures of all kinds. Thus, Ooryphas frightened them and 
discouraged them from attacking the Roman empire.2 


Miniature 221, fol. 98v (Fig. 220): The miniature is painted between the lines of this 
passage. The patrikios Ooryphas is depicted in a seated position, ordering the 
punishment of the captives. A group of men in short mantles stands in front of him. 
Four different punishments are depicted in the remaining space: The first one shows 
the hanging of a man; an executioner pulls a rope fastened around the neck of a 
victim and raises him up to the fork of a pole (furca). In the second punishment 
scene, an executioner presses an instrument against the neck of a prisoner who is 
bound naked to a pole. The next scene shows two archers shooting arrows into the 
back of an Arab fastened to a pole. To the right, a man is thrown in a cauldron 


JN 
1 THURN, Skylitzes, 151, 27 - 152, 52. 
? THURN, Skylitzes, 153, 1 - 154, 9. 





134 ~ CHAPTER FOUR 


(A€Bitec); a kneeling figure fans the fire. The miniature is captioned as follows: 6 
marpikiog NikATas Qopüdasc! Tous aAWvTas Ayapnvous TIUWPIalg Siapopoig Bás. 

Killing with arrows, and the hanging are not mentioned in the relevant passage or 
in the other literary sources, which generally mention more punishments.” However, 
the text by Skylitzes did let the illustrator use his imagination and expand the torture 
scenes. 


Text: The Byzantine general Nasar defeated the Saracens in Peloponnesus. He was 
then sent to Sicily and Italy, where he continued his successes. He liberated several 
fortresses in Calabria and Lombardy from Arab oppression and returned to 
Constantinople with many treasures.? 

Miniature 222, fol. 99r (Fig. 221): The miniature is painted below this passage. The 
Emperor Basileios | is portrayed enthroned in front of an architectonic complex 
(BacíAeiog ò BaciAeUc). He holds a sceptre and has his legs crossed, an iconographic 
feature often seen in western depictions of kings. Nasar is shown with veiled hands 
and slightly bent in front of the emperor (ò Nàcap). Three figures holding precious 
objects and wearing short tunics are depicted behind him. Above them, the word 
Kavioxia is written. 


Text: During a campaign in Lombardy, Leon Apostypes, the leader of the Thracians 
and Macedonians, and the Protobestiarios Prokopios had an argument. In a battle 
against the Arabs, Leon Apostypes and his men, who were fighting on the right flank, 
had successfully faced the enemy, but Prokopios and his soldiers were in a difficult 
position. Because of their previous argument, Leon did not send help to Prokopios, 
and as a result he was killed.^ 


Miniature 223, fol. 99v, top (Fig. 222): The miniature, painted below this passage, 
represents the battle between the Byzantines and the Saracens. A group of Arab 
soldiers (Ayapnvoi), holding lances and round shields, attacks the Byzantines. 
Prokopios stands in the middle of the scene (ò Npokottioc). The Arabs pierce him 
with their lances, while two groups of Byzantine soldiers with kite-shaped shields 
retreat and leave Prokopios unprotected (Pu paiol). 


Text: Leon Apostypes wanted to achieve an impressive feat to curb the unfortunate 
incident with Prokopios. He, therefore, attacked the city of Tarento with his soldiers 
and those of Prokopios who had survived. He conquered the city and sold its citizens 
as slaves.? 


1 The text of the Matritensis calls the patrikios ‘QpUudac, while the caption to the miniature 
calls him ‘Qopudag; the latter reading also appears in other manuscripts; see the apparatus 
criticus by THURN, Skylitzes, 153, verse 79, in which also a third variant, OpUdac, appears. 

? THEOPHANES CONTINUATUS, 301, 10-20; ZONARAS, III, 430,3 - 430,14. 

3 THURN, Skylitzes, 156, 61-64. 

4 THURN, Skylitzes, 156, 65-78. 

5 THURN, Skylitzes, 156, 78 - 157, 83. 
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Miniature 224, fol. 99v, bottom (Fig. 223): The miniature is painted below this 
passage. It consists of two scenes: A city, labelled tò Tapavtov, is depicted to the 
left. A blue surface in front of it implies that the city is situated at the sea-side. A 
group of soldiers with kite-shaped shields and conical helmets enters the city; these 
probably represent the Byzantines capturing it. The right scene shows the captives of 
Tarento, clad in short tunics and turbans. They are being pulled by the first man of a 
group of unarmed men (Pwyaiol), who wear similar costumes to the soldiers on the 
left. The first half of the word Zapaknvoi, which refers to the captives, is mistakenly 
written above the Byzantine soldiers to the left. The conical helmets of the 


Byzantines evoke those of western soldiers, which appear in various western 
pictures. 


Text: Leon Apostypes brought to the emperor all of the booty from his victories. But 
when the emperor heard of the incident with Prokopios, he discharged him and 
banished him to his house in Kotyaeion.1 


Miniature 225, fol. 100r, top (Fig. 224): The miniature is painted below this passage. 
It consists of two scenes, arranged as usual from right to left. Basileios | is shown 
enthroned in front of an architectonic complex (Baciàsioç 6 BaciAeUc). Two men in 
short tunics drag Leon Apostypes to the emperor by his hair and beard. Two other 
men are shown behind him: one of them carries a golden box, while the second one 
holds a red cloth, suggesting the booty which Leon Apostypes had brought to the 
emperor. The scene to the left represents the exile of Leon Apostypes. He is 
depicted standing with bound hands; two soldiers with kite-shaped shields lead him 
away. The caption to this scene reads, ò Aéwv £&opiCerat. 


Text: After killing Baianos, who had betrayed their father to the emperor, Bardas and 
David, the sons of Leon Apostypes, fled to Syria with their father. At the emperor's 
command, Leon Apostypes and his sons were arrested in Cappadocia. The sons 
were killed, while Leon Apostypes was brought before the emperor and was 
punished according to the law: they pulled out one of his eyes and cut off one of his 
hands.? 


Miniature 226, fol. 100r, bottom (Fig. 225): The miniature is painted between the lines 
of this passage. To the right, Leon Apostypes is brought before the emperor. The 
latter is depicted enthroned in front of an architectonic complex, while raising his 
hand in a gesture of command. A figure in short tunic pulls Leon Apostypes from the 
hand, while two soldiers stand behind him. This scene is captioned as follows: ò 
A£uv nx8n topos. The punishment of Leon Apostypes is shown to the left in two 
Scenes: an executioner blinds Leon Apostypes and another one raises an axe to cut 
off his hand, which is fastened to a plank. Above every scene, 0 A€wv is written. 
These two scenes overlap each other and form one single composition. 


! THURN, Skylitzes, 157, 83-87. 
? THURN, Skylitzes, 157, 87-6. 
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Text: The Arabs of Carthage arrived in Sicily with their fleet and besieged Syracuse. 
The emperor sent a fleet, led by the admiral Adrianos, to meet them. However, the 
Byzantine fleet did not arrive in Sicily in time, because it was detained at 
Monembasia interminably, whilst waiting for a favourable wind. As a result, Syracuse 
was conquered by the Arabs (878 A.D.). The citizens were either killed or captured 
and the city and its marvellous buildings were destroyed.* 


Miniature 227, fol. 100v (Fig. 226): The miniature is painted below this passage and 
shows the conquest of Syracuse by the Arabs. A group of Arab soldiers with round 
shields throw their javelins against the city, depicted to the right (fj mó 
2upakouga). Four Arabs climb on a ladder and another four attack the defenders 
with swords on the ramparts. A few of the latter fall to the ground from the ramparts. 
The absence of Byzantine soldiers is surprising. The caption to this miniature reads, 
oi Xapakr|voi AauBavoug! rrjv TOAIv 2Zupákouocav. 


Text: The admiral Adrianos, who was still in Peloponnesus, was informed about the 
fall of Syracuse: a few shepherds told him that the demons of Elos (Swamp) had said 
that Syracuse had fallen the day before. Adrianos wished to hear this with his own 
ears and went to the swamp together with the shepherds. The demons confirmed 
what the shepherds had said.? 


Miniature 228, fol. 101r, top (Fig. 227): The miniature is painted below this passage. 
Three shepherds (oi rroipéveg) and Adrianos (ò Adpiavoc) are represented sitting on 
the ground with crossed legs; they are gesticulating in the direction of the demons. A 
landscape with rich vegetation, labelled TO £Aoc, is shown to the right. Three winged 
demons in dark brown are shown flying and addressing the men with vivid gestures 
(oi 6aipovec). Most striking is the fact that there is no difference between the costume 
of the admiral and that of the shepherds. 


Text: Adrianos was sad, but he was consoled by the notion that the demons may 
have not spoken the truth. A few days later, however, refugees from Syracuse 
arrived at Peloponnesus and confirmed the loss of the city.? 


Miniature 229, fol. 101r, bottom (Fig. 227): The miniature is painted below this 
passage. A group of men, inscribed as the navy (Tò vaurikóv), and Adrianos (ò 
Adpiavos) are depicted to the left. As in the previous miniature, they sit on the ground 
with crossed legs. The absence of any military costume on the admiral and his men 
is striking. Adrianos addresses three men in tunics, inscribed aixpáAuro! rAGov 
ayyeAovtec. They make a speaking gesture and each of them holds a stick, an 
attribute commonly associated with travellers. The illustrated passage speaks of 
refugees and not of captives, as the inscription incorrectly denotes.4 


! THURN, Skylitzes, 158, 26 - 159, 46. 

? THURN, Skylitzes, 159, 46-57. 

3 THURN, Skylitzes, 159, 57-61. 

^ The relevant passage in GENESIOS, 83, 84, reads: Tapa rOv £keiOev óA EANAUOOTWV. 
In THEOPHANES CONTINUATUS, 311, 19, one reads, riv£ Tv Siadpavrwv Tov ÓAcOpov. 


THE MINIATURES AND THEIR RELATIONSHIP TO THE TEXT 137 


Text: Nikephoros Phokas was sent to Lombardy. He conquered Amantia and other 
cities and achieved great victories against the Saracens.! 


Miniature 230, fol. 101v (Fig. 228): The miniature is painted above this passage. The 
conquest of Amantia is depicted in a similar manner to the conquest of Syracuse on 
fol. 100v (Fig. 226). A group of Byzantine soldiers with lances and kite-shaped 
shields is shown to the left (Pwyaiol). Three soldiers climb a ladder and another four 
fight on the ramparts of the city ( Tó Apavría) Several Arab soldiers, 
distinguished by their round shields, fall from the walls. The sea is painted in the 


lower right corner of the scene, in order to denote that Amantia is situated on the 
coastline. 


Text The Emperor Basileios | invited Danielis, then an old woman, to 


Constantinople. She was transported in a sedan-chair, carried by three hundred 
young men.? 


Miniature 231, fol. 102r, top (Fig. 229): The miniature is painted below this passage. 
Danielis is shown sitting in a sedan-chair with a drapery above it (f AaviAic). The 


sedan-chair is carried by eight men in short tunics. A group of spectators points to 
Danielis. 


Text: As was custom, Danielis arrived in Constantinople and was received by the 
emperor in the Magnaura palace. She brought the emperor numerous precious gifts, 
and remained in Constantinople for a while before returning home.? 


Miniature 232, fol. 102r, middle (Fig. 229): The miniature is painted between the lines 
of this passage. Basileios | is depicted enthroned in front of an architectonic complex 
(BacíAelog ò BaciAeUc). He stretches his hand out to welcome Danielis (n AaviAic), 
who stands in front of him with another woman. Three men are represented behind 
them; they hold various vessels in their veiled hands. Two of them bear white 
headgear. Above them, à rjveyke rà BaciAei SWpa ñ AaviAic (Kavi) is written. 


Text During the reign of Leon VI, the son of Basileios l, Danielis again visited 
Constantinople and offered the emperor similar presents. She appointed him her heir 
and died after a while. 4 


Miniature 233, fol. 102r, bottom (Fig. 230): The miniature is painted between the lines 
of this passage. The composition reminds of the previous miniature. The beardless 
Leon VI is depicted enthroned in front of an architectonic complex (Agwv BaciAgUg ó 
uiòç BagiAeiou BaciMéuc); he addresses Danielis, standing in front of him. Behind 
her, another woman is depicted, as are three men holding gifts. The caption reads, à 
epepe SWpa Å AaviAic Aéovri BaciAei. 





! THURN, Skylitzes, 160, 69-78. 
? THURN, Skylitzes, 161, 85-89. 
3 THURN, Skylitzes, 161, 89-94. 
4 THURN, Skylitzes, 161, 94-3. 





138 CHAPTER FOUR 


Text: An archpriest was sent to Russia as a missionary. The leader of the Russians 
asked him about Christianity. The priest recalled a few miracles from the Gospel.' 


Miniature 234, fol. 103v, top (Fig. 231): The miniature is painted between the lines of 
this passage. The ruler of the Russians is portrayed sitting to the left (ò Gpxwv 'Puxc). 
Three men with veiled hands and an architectonic complex are shown behind him. 
The ruler of the Russians sits with crossed legs on a backless throne and points to a 
priest (6 apxiepevc) holding a book (tò EvayyéAiov). The latter is accompanied by 
three men in long tunics. A group of men in short tunics and mantles, obviously 
signifying the Russians, is depicted to the right. 


Text: The ruler of the Russians demanded a miracle: if the Gospel could be thrown 
into the fire without burning, the Russians would become Christians. The priest 
prayed and threw the Gospel into the fire. As it remained intact, the Russians were 
convinced and baptised.? 


Miniature 235, fol. 103v, bottom (Fig. 232): The miniature is painted between the 
lines of this passage. The priest, standing in front of a group of men in long tunics, 
i.e. the Byzantines, throws a book into a fire (ò apxiepeUg BaAAWV TO EvayyéeAlov tic 
TO rrüp). Another group of men, this time in short tunics, i.e. the Russians, connects 
the previous scene to the leader of the Russians, depicted enthroned in front of an 
architectonic complex (6 Gpxwv ‘Pws): the last man of the group points to the fire and 
turns his head in the direction of the ruler; the first man of the group conveys the 
message to the ruler, who raises his hands in a gesture of admiration. 


Text: The tax officers proposed to the Emperor Basileios | to send inspectors to the 
themes. The emperor, however, rejected the persons they proposed and instead 
approached two competent mag/stroi. They were known for their spotless character. 
The two magistro/, however, refused to fulfil their task and the emperor's ambassador 
returned empty-handed.? 


Miniature 236, fol. 104r (Fig. 233): The miniature, painted below this passage, 
consists of two scenes. Basileios | is represented enthroned in front of a building (0 
BaciAeUc BaoíAeioc). He holds a sceptre and addresses a messenger, clad in long 
tunic and white bonnet, who stands in front of a group of men. In the right scene, the 
messenger (0 ámokpiciápioc) appears before two men, sitting under an edifice; they 
are inscribed as oi rfjg TOAITEIAS PaYIOTPOI. 


Text: After the oldest son of the emperor, Konstantinos, died, envy rose against 
Leon, his second son. The monk and priest Sandabarenos was treated badly by 
Leon and frequently insulted by him. He, therefore, intrigued against him. He 
pretended to be his friend and one day proposed the following to him: He should take 


1 THURN, Skylitzes, 165, 16-24. 

2 THURN, Skylitzes, 165, 24 - 166, 43. On the upper left margin of fol. 103v, the chapter 
heading, 8adua, is written in tiny letters. 

3 THURN, Skylitzes, 166, 48 - 167, 70. 
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a knife with him whenever he rode in the fields with his father; with it, he could protect 
his father from wild animals, should it be necessary. Leon did not suspect the monk 


was hedging any evil intentions and from then on carried a knife hidden under his 
clothes.' 


Miniature 237, fol. 104v, top (Fig. 234): The miniature, painted between the lines of 
this passage, depicts Sandabarenos advising Leon. The latter is portrayed enthroned 
in front of an architectonic complex. Sandabarenos approaches him and makes a 
gesture of wanting to express advise. He wears a white bonnet. A group of 
dignitaries with veiled hands watches. The miniature is captioned as follows: ó 
yovaxos ZavdaBapnvos óuiAcv Aéovri TH uii roO BaoiAeíou. 


Text: Sandabarenos went to the emperor and told him his son planned to kill him. He 
advised him to search Leon during the hunt.? 


Miniature 238, fol. 104v, bottom (Fig. 235): The miniature is painted between the 
lines of this passage; it shows the discussion between Sandabarenos and Basileios l. 
The composition is identical to that of the preceding miniature. Basileios | is 
represented enthroned in front of an architectonic complex (BaciAeiog ò BaciAeüc). 
He holds a sceptre and makes a speaking gesture. Sandabarenos bends forwards 
slightly and speaks to the emperor (povayóg ò ZavdaBapnvoc). A group of dignitaries 
making gestures of astonishment is shown to the right. 


Text: During a hunt, Basileios | pretended he needed a knife. Leon gave him his knife 
without suspecting anything. The emperor then believed the Sandabarenos' 
accusations, and ignored the explanation given by his son.? 

Miniature 239, fol. 105r (Fig. 236): The miniature is painted between the lines of this 
passage. Basileios | is portrayed on horseback in the middle of the scene (BagiAgioc 
ò BaciAeUc). He is crowned and clad in golden garments; he stretches his hand out, 
in order to receive a sword, offered to him by his son who is also clad in golden dress 
(A£cv ò uióc aüro0). The two figures are flanked by several riders. 


Text: The Emperor Basileios | confiscated his son's imperial insignia and imprisoned 
him. During a banquet with the senators, a parrot called out Leon's name. When the 
senators heard it, they were so saddened that they could not eat; despondent, they 
sat at the table. The emperor asked them why they were not eating. They explained 
that they were grieving because of the false accusations against Leon.^ 


Miniature 240, fol. 105v, top (Fig. 237): The miniature is painted between the lines of 
this passage. It shows a banquet, which takes place in the interior of a long chamber. 
On the left, a group of servants offer dishes to the senators, sitting at a long table. 
The latter raise their hands in a gesture of sorrow. Basileios | is represented to the 


! THURN, Skylitzes, 167, 79 - 168,2 

? THURN, Skylitzes, 168, 2-7. 

3 THURN, Skylitzes, 168, 7-14. 

^ THURN, Skylitzes, 168, 14 - 169, 40. 
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right, sitting at a separate table (ò BagiAeUc BaoíAeioc). Another group of Servants 
offer him spices. The emperor addresses the senators with a long gesture, alluding to 
the question which he asked them (epwtwv auTouc ó BaciAeUg Ti OU TpwyeTe). A cage 
with a yellow bird in it, signifying the parrot, hangs from the vault of the room (0 
yirrakóc). The miniature is captioned as follows: rj eUwxia Kai oi kekAnuévor où 
COUVEOÓOLÍOVTEG. 


Text: The Emperor Basileios | was reassured by the words of the senators and 
ordered that his son should be released from the prison and brought before him. He 
changed Leon's clothes, cut his hair, which had grown in the meantime, and restored 
his imperial status.’ 


Miniature 241, fol. 105v, bottom (Fig. 238): The miniature is painted below this 
passage. Basileios | is represented enthroned in front of an architectonic complex 
(BaciAerog ó paciAeUc). His son Leon is depicted in the middle of the scene with 
veiled hands (Aéuv 0 uióg aüro0). A man cuts his long hair, while a group of 
dignitaries observes the scene. 


LEON VI THE WISE (886-912) 


Text: Basileios | died due to an illness after he had reigned for one year as co- 
emperor and nineteen years as sole ruler (886 A.D.). His oldest son Leon took over 
power. 


Miniature 242, fol. 106r (Fig. 239): The miniature, painted below this passage, 
introduces the chapter on the reign of Leon VI. It is a typical representation of 
accession, rendered as an audience scene, applied by the western artists of the 
manuscript. Leon VI is shown sitting in front of an architectonic complex. He 
addresses a group of dignitaries, standing in front of him with veiled hands. Most 
striking is the absence of the crown. 


Text: Emperor Leon VI sent the Stratelates Andreas and other senators to the 
Monastery of Philippikos at Chrysopolis to fetch the relics of Michael Ill. They were 
solemnly transported to Constantinople in a coffin made of Cypress wood. 
Accompanied by hymns and songs, the relics were then placed in a marble 
sarcophagus and deposited in the Church of the Holy Apostles, in the presence of 
the brothers of the emperor, Alexandros and Stephanos the Patriarch.3 


Miniature 243, fol. 106v (Fig. 240): The miniature is painted below this passage. It 
shows the translation of Michael III’s relics from Chrysopolis to Constantinople. An 


—— PRETEREA 
1 THURN, Skylitzes, 169, 40 - 170, 46. 
? THURN, Skylitzes, 170, 47-53. The chapter heading, àpyr| BaciAeíag Aéovrog uio0 


BaciAtiou roO BagiAéwis, is written in the upper margin of fol. 106r. 
3 THURN, Skylitzes, 172, 80-88. 
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architectonic structure with two arcades at the facade, suggesting Chrysopolis, is 
painted to the right. Two men in short tunics carry a coffin. Above the building, rj 
Aapvag cüv TH avaipeBEvti BaciAei Mixana is written. The Patriarch Stephanos is 
depicted in the middle (Ztéavoc ó Trarpiáoxnc). His outstretched hands are held by 
two men in tunics. The inscription identifies the man beside them as AMé&avópoc. The 
Apostle Church is depicted to the left, featuring the form of a round edifice with 
arcades (0 vaòç Tv Ayíuv AtroatoAwv). The group of men wearing white skaranika 
was considered by Moran to represent the lower clergy chanting during the course of 
the procession; the foremost figure without a hat makes what seems to be a 
cheironomic gesture with his right hand raised up to his ear. 

The representation of the patriarch with outstretched hands has parallels in the 
western art, e.g., in a fresco showing the translation of the relics of St. Clemens in 
the entrance hall of the Basilica of San Clemente in Rome (12^ cent)? Pope 
Nicholas | is shown with outstretched hands, flanked by St. Cyril and St. Methodius. 
However, instead of holding his hands, as in the Skylitzes miniature, they hold his 
mantle. 


Text: The monk Sandabarenos and the former Patriarch Photios, who were believed 
to have intrigued against the Emperor Leon VI, were brought to Constantinople and 
interrogated separately in the Pegai Palace. Photios was brought before five judges: 
the stratelates Andreas, the magistro/ Stephanos and Agiopolites, and the patrikioi 
Krateros and Gouver. Photios was offered an honourable throne before the 
stratelates Andreas asked him if he knew the monk Theodoros. Photios answered 
that he knew several Theodoroi, but he did not understand which one was meant. 
Andreas specified, the Sandabarenos, and Photios replied that he was bishop of 
Euchaita.? 


Miniature 244, fol. 107r, top (Fig. 241): The miniature is painted between the lines of 
this passage and reads as usual from right to left. Photios is led to the court room by 
two men; the first one wears a headdress commonly worn by Arabs, e.g. in the 
miniature on fol. 100v (Fig. 226). Photios is again depicted, this time inside the court 
room, represented as an elongated chamber with columns. He stands in front of five 
seated judges, three of whom are identified by name: Avópéag 0 arparnAármngc, ó 
HayloTpog 2 répavog kai ó páyiarpoc ó AyrorroAimc. Photios is portrayed a third time 
in this miniature, now sitting on a backless throne placed on a podium; he makes a 
gesture of ignorance. A group of men with white skaranika and veiled hands stands 
behind him. The seated Photios is identified with an inscription (Ò rrarpiápyng 
Ourioc). The standing Photios, although he is represented with identical features to 
the sitting one, is wrongly inscribed ó xavóapapnvóc, a not entirely infrequent 
mistake of the rubricator. 





! MORAN, Singers, 56. 
? WILPERT, Mosaiken und Malereien, vol. Ill, 536-537, vol. IV, pl. 239, 2. 
3 THURN, Skylitzes, 173, 6-24. 
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The appearance of the Arab in the scene is not justified in the text this miniature 
illustrates. Arabs appear again on fol. 116v bottom among the characters of the 
scene, which likewise finds no explanation in the text (Fig. 269). In the illustrations of 
the Chronicle of Petrus de Ebulo in Bern (1195-1197 A.D.), Arabs frequently appear 
in various scenes as secondary figures.’ Their emergence can be justified by the fact 
that the story of this Chronicle unfolds in Sicily, were the Arabs constituted a 
significant part of society. Their appearance in the Skylitzes Matritensis may also be 
considered a reflection of the milieu in which the manuscript was produced, i.e. Sicily. 


Text Sandabarenos was also brought inside and questioned about his intrigues 
against Leon VI. He denied all of the accusations against him. Finally, he threw 
himself at the feet of the Patriarch Photios and begged him to dethrone him, so that 
he would not be punished as cleric; he swore that he had not plotted against the 
emperor.? 


Miniature 245, fol. 107r, bottom (Fig. 242): The miniature is painted between the lines 
of this passage. Sandabarenos (Oeddwpoc ó 2avdaBapnvoc) lies prostrate in front of 
Photios (Mwtiog ó rrarpiápync) and embraces his feet. The scene is placed in an 
almost identical scenery to that seen in the previous miniature. 


Text: In the second year of the reign of Leon VI, the Duke of Lombardy, Agion,3 
heard of the death of Basileios | and conquered Lombardy. Leon VI sent the patrikios 
Konstantinos to fight against him. The Byzantines were defeated and Konstantinos 
was only barely saved.4 


Miniature 246, fol. 107v (Fig. 243): The miniature, painted below this passage, 
illustrates the battle between the Byzantines and the Franks. The Frankish riders are 
shown to the left, holding lances and kite-shaped shields (Mpayyol). One of them 
blows a horn. The Franks pursue the Byzantine horsemen, who carry lances and 
round shields (‘Pwuyaio1). A group of foot-soldiers is shown in the upper part of each 
army. Four dead Byzantine soldiers lie on the ground. 

The cavalries are distinguished from each other only by the different shapes of 
the shield, while the rest of their equipment is identical. While the artist in the 
previous miniatures allocated kite-shaped shields to the Byzantines and round ones 
to their enemy, he reversed them in this miniature. 

Quite striking is the even gold surrounded by the restricted number of colours 
used in this miniature. It is a characteristic of the western painters, which contributes 
to the flat appearance of the composition. 


———— —————— 
! On this manuscript, see GEORGEN, Peter von Eboli, and KOLZER-STAHLI, Petrus de 
Ebulo, both with bibliography. 
? THURN, Skylitzes, 173, 24 - 174, 38. 
° Ajo, Duke of Lombardy in Benevento, 884-890 A.D. 
^ THURN, Skylitzes, 174, 52 - 175, 58. 
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Text: Symeon, the Tsar of the Bulgarians, found a pretext and raised the weapons 
against the Byzantines. The emperor sent an army against him under the leadership 
of Prokopios Krenites and Kourtikios the Armenian. The two armies clashed in 
Macedonia and the Byzantines were defeated. Prokopios and Kourtikios were killed. 
symeon ordered the noses of the captives to be cut off and sent them to 
Constantinople, to the shame of the Byzantines.’ 


Miniature 247, fol. 108r (Fig. 244): The miniature is painted between the lines of this 
passage. The illustrator painted the defeat of the Byzantines using the same 
iconographic schema as in the previous miniature. The Bulgarian riders (BoUAyapor) 
hold lances and pursue the Byzantines, depicted with lances and kite-shaped shields 
(rporrfj kai þóvoç ‘Pwyaiwv). The horn-blower to the left also holds a kite-shaped 
shield, clearly copied from the previous miniature. Five soldiers lie dead on the 
ground. The Byzantines have their kite-shaped shields back, while the Bulgarians 
have none. 


Text: After this defeat, the emperor sent the patrikios Niketas Skleros to Bulgaria. He 
persuaded the Turks, also called Hungarians, to join the Byzantines in the fight 
against the Bulgarians and returned to Constantinople with hostages. The emperor 
also fought the Bulgarians at land and sea, sending against them the patrikios and 
droungarios Eustathios and the patrikios and domestikos ton scholon Nikephoros 
Phokas. The Turks devastated Bulgaria and Tsar Symeon left Phokas and turned 
against them. The Bulgarians were completely defeated and Symeon barely 
managed to flee to Rodostolon.2 


Miniature 248, fol. 108v (Fig. 245): The miniature is painted below this passage. The 
Turkish riders (Toupko!) hold lances and kite-shaped shields and pursue the 
Bulgarians under Symeon (ò Zupewv), who are fleeing into a fortified city, inscribed 
TO Poóoogró^ov. The last Turkish rider blows a horn. A few dead soldiers lie on the 
ground. 


Text: Symeon begged for peace and the emperor sent to him Leon Choirosphaktes 
to sign the peace accord; he called back his forces under Eustathios and Phokas. 
Symeon imprisoned the emperor's ambassador and attacked the Turks with a strong 
army. He defeated them and wrote to the emperor that he would not stop fighting 
unless he received the captured Bulgarians. The emperor consented.? 


Miniature 249, fol. 109r, top (Fig. 246): The miniature is painted below this passage. 
Leon VI is shown enthroned in an architectonic complex (Aéwv 6 paciAeUc). He 
receives a letter from a messenger wearing a red headdress and slightly bent 
forward (0 àrrokpiciópioc). A group of dignitaries stands behind him. 


! THURN, Skylitzes, 175, 75-176, 95. 
? THURN, Skylitzes, 176, 1 - 177, 19. 
3 THURN, Skylitzes, 177, 22-33. 
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Text: Because Symeon did not honour the treaty, the Byzantine emperor waged a 
campaign against him, led by the domestikos ton scholon Katakalon. The Byzantines 
were defeated near Boulgarofygon.' 


Miniature 250, fol. 109r, bottom (Fig. 247): The miniature, painted below this 
passage, illustrates the defeat of the Byzantines by the Bulgarians. The Bulgarians 
are depicted riding on horseback, holding lances and shields, the form of which 
cannot be determined (BouAyapoi). As usual, a horn-blower is shown to the left. The 
Byzantine soldiers flee and fall head over from their horses ( Puopaíioi). Several dead 
soldiers are lying on the ground. 


Text: The epe/ktes Basileios planned to assassinate Emperor Leon VI. He revealed 
his plan to the Kkoub/koularios Samonas, who immediately reported it to the emperor? 


Miniature 251, fol. 109v (Fig. 248): The miniature is painted below this passage. Leon 
VI is portrayed sitting inside an architectonic complex (ò BaciAeüc Aéwv). Samonas 
holds his hand and whispers in his ear; he wears a red headdress (Zapovàg)3 A 
group of dignitaries with veiled hands stands to the right. 


Text: The Emperor Leon VI did not believe Samonas. The latter proposed, therefore, 
to meet Basileios and that their discussion should be overheard. The emperor 
ordered the protobestiarios Christophoros and Kalokyros, one of his prokoitoi, to hide 
in the house of Samonas and record the discussion. They took notes and brought 
them to the emperor.4 


Miniature 252, fol. 110r, top (Fig. 249): The miniature is painted below this passage. 
Inside an architectonic complex, Signifying the house of Samonas, Basileios 
(BaoiAgziog) and Samonas (2apovác) are shown in discussion with each other; 
Samonas’ portrait differs from his previous one at least in terms of the absence of his 
red headdress. Two men hide behind a drapery, one of whom writes on a paper 
(oro! _KpUda vpádoouci) To the left of the edifice, ò Zapovàg kai ó Bagiàsioç 
GAArjAorG ÓpiAGÜvrEG is written. 


Text: Leon VI called the senators and read them the report by Samonas. The 
senators praised Samonas and the emperor promoted him to protospatharios.5 


Miniature 253, fol. 110r, bottom (Fig. 250): The miniature is painted between the lines 
of this passage. Leon VI is depicted enthroned inside an architectonic structure. He 
holds a sceptre and turns towards a man, who reads from a paper. A group of 
senators is depicted to the right. 


eee 
1 THURN, Skylitzes, 178, 46-56. 
? THURN, Skylitzes, 179, 73-80. 
3 The text reads: 2apuouvüagc. 
^ THURN, Skylitzes, 179, 80 - 180, 92. 
> THURN, Skylitzes, 180, 3-6. 
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Text: The fleet of the Agarens conquered the Sicilian city of Tauromenion and killed 
many Byzantines. 1 


Miniature 254, fol. 110v, top (Fig. 251): The miniature is painted below this passage. 
Tauromenion is shown to the left as a round fortress, built on a hillock (n 
Taupounviov).2 Two Arabs, with round shields and wearing turbans, stab two 
Byzantines, lying in the foreground. A group of Arabs (Ayapnyvoi) leads the captives 
to the ships, depicted to the right. Three Arabs jump out the ships, while another 
decapitates one of the three Byzantines captives on the boat. Two heads of 
Byzantines drift between the lower boats. 


Text: Leon VI went to the Mokios Church on the day of the Middle Pentecost. When 
he was near the entrance of the sanctuary, a man jumped from the ambo and struck 
his head with a stick. The emperor would have died if the end of the stick had not 
been caught on the chandelier. The emperor started bleeding, and all of the 
dignitaries fled in panic.3 
Miniature 255, fol. 110v, bottom (Fig. 252): The miniature is painted between the 
lines of this passage. It illustrates the attempted assassination of Leon VI, which 
takes place inside a basilica, suggesting the Mokios church. A group of men wearing 
skaranika headgears is depicted to the left, beside an ambo. Another group of men is 
shown behind it. In the middle, a man strikes the emperor's head with a stick. The 
latter stands behind a group of bishops. The foremost bishop holds a book and 
celebrates the mass before the altar. A door in the foreground suggests the Holy 
Gate. The detail with the chandelier, also mentioned in other literary sources, is not 
depicted.^ 

Another miniature in the Bulgarian Manasses Chronicle also shows the attempted 
assassination of Leon VI in the upper scene painted on fol. 168r.5 A man approaches 
from the left and attacks the emperor with a stick. The latter is shown standing and 
holding a sceptre, while turning to the right. He converses with the monk Markos 
who, according to the Manasses Chronicle, comforted the emperor after the attempt 
and predicted that he would live long and reign for many years.® A group of men 
wearing half-round and cylindrical headgear is shown behind the monk Markos. An 
edifice, suggesting the Mokios Church, is depicted to the left. The Manasses 
miniature exhibits a different composition and also differs, with regards to the 
content, from the miniature of the Matritensis. 





! THURN, Skylitzes, 181, 19-21. 

2 The text reads: Taupopéviov. 

3 THURN, Skylitzes, 181, 22-30. 

4 THEOPHANES CONTINUATUS, 365, 8-14; LEON GRAMMATIKOS, 275, 7-15: 
ZONARAS, Ill, 447, 3-10. MANASSES, vv. 5358-5364 (BEKKER, 228-229) is the only source 
which does not mention the chandelier, presumably because this episode is told very shortly. 

5 DUJČEV, Manasses-Chronik, fig. 59. The lower miniature in this manuscript possibly 
represents the invasion of the Magyars in Bulgaria in 894 A.D. 

$ Skylitzes mentions this detail further on in his account: THURN, Skylitzes, 181, 35 - 182, 
44. 
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Text: The Agarens attacked the Byzantine coast with a fleet led by Leon Tripolites, 
who had renounced the Christian faith. The emperor was in the market of Boaitios for 
the renovation of the monastery of the protobestiarios Christophoros when the news 
reached him." 


Miniature 256, fol. 111r (Fig. 253): The miniature is painted below this passage. Leon 
VI is shown enthroned inside an architectonic complex (^éov BaciAeUg 6 UIÒÇ 
BagiAeioU). He holds a sceptre and raises his hand in a speaking gesture. Two 
messengers stand in front of the emperor and address him (Grrokpiciápiol). Two 
more men in tunics and mantles stand in front of an open door and converse. A 
group of dignitaries, painted in larger scale, is depicted outside the building; they 
cross their hands over their chests. 


Text Leon Tripolites conquered Thessalonica and captured many of its citizens, 
among them the general of the city Leon Chatzilakos.? 


Miniature 257, fol. 111v (Fig. 254): The miniature is painted below this passage. 
Thessalonica is depicted to the left as a fortress with large arches (n Otcoa^ovikn). 
A group of Arab soldiers (Ayapnvoi), wearing turbans and holding round shields 
decorated with blue dots, is nailing the Byzantine soldiers to the ground; the latter's 
shields are decorated with red dots. Another group of Arabs leads a few captives to 
the ships (aixyaAwto! ‘Pwyaiol). The fleet of the Arabs is designated by four ships, 


arranged one above the other in the sea (cróAog Ayapnvwv). Several Arabs sit in 
them. 


Text: Samonas pretended that he wanted to go on a pilgrimage, but in reality he 
planned to escape from Constantinople. When Samonas was about to cross the river 
Halys, he was caught by the aroungarios Nikephoros Kaminas. In vain, Samonas 
tried to persuade him that he had come to Sirichas in order to pray. He was finally 
brought back to Constantinople by Konstantinos Doukas. The emperor detained him 
in the house of the kaisar Bardas. He asked Konstantinos Doukas not to reveal to the 
senate that Samonas tried to escape to Syria, but to say that he went on a 
pilgrimage. The emperor assembled the senate and asked Konstantinos Doukas 
under oath if Samonas was planning to flee to Syria. Konstantinos told the truth.? 


Miniature 258, fol. 112r, top (Fig. 255): The miniature is painted between the lines of 
this passage. Leon VI is shown enthroned in front of an edifice (6 BaciAcUc). With his 
left hand, he asks Konstantinos Doukas to speak and brings his right forefinger to his 
temple to remind him of his promise. Konstantinos Doukas stands in front of him and 
holds his hand to his chest in a gesture which may indicate an oath (Kwvatavtivos ò 
TOU Aoukóç). A group of senators is arrayed symmetrically in two rows to the right. In 
contrast to other depictions, Leon VI is portrayed as a bearded man. His other 
effigies in this manuscript show him beardless. 
e PEDE 

' THURN, Skylitzes, 182, 48-55. 

? THURN, Skylitzes, 183, 66-69. 

° THURN, Skylitzes, 184, 87-12. 
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Text: Zoë, the fourth wife of Leon VI, gave birth to a son. On that day, a comet 
appeared in the sky and stayed there for forty days. The Patriarch Nikolaos baptised 
the emperor's son in the St. Sophia. The brother of the emperor Alexandros, the 
patrikios Samonas and the most prominent senators were godfathers. 


Miniature 259, fol. 112r, bottom (Fig. 256): The miniature, painted below this 
passage, shows the baptism of the emperor's son. The scene takes place inside a 
structure with an arcade, meant to depict the Baptistery of St. Sophia. The patriarch 
is depicted bending over a font, painted in gold and decorated with pseudo-cufic 
letters; he holds the emperor's son who raises his arms in joy (0 uióg roO BaciAécG 
A£ovroc). The three godfathers stand to the right (oi avadeXouevo! auróv). The first of 
them holds a towel and bends forwards to receive the child. Three men in tunics are 
shown behind the patriarch, the first of whom points to the font. The scene is flanked 
by men in tunics, wearing white skaranika and holding candles. A group of 
dignitaries, painted in larger scale, is depicted outside the church. It resembles the 
larger group of senators seen in the previous miniature. 


Text: The Patriarch Nikolaos Mystikos was exiled to the monastery of Galakrenoi. 
Thereupon, the synke//os Euthymios was consecrated as the new patriarch. 


Miniature 260, fol. 112v (Fig. 257): The miniature is painted below this passage and 
illustrates the consecration of the Patriarch Euthymios inside a building with arches. 
A bishop places his hand on the head of the stooping Euthymios and blesses him 
with the other. They are both clad in polystavria phelonia. A group of bishops to the 
left and clerics to the right attend the ceremany. Each of them holds a book in their 
covered hands, a characteristic attribute for bishops and priests. The miniature is 
captioned as follows: xeiporovia EU@upiou auyKéAAou. 


Text: Andronikos Doukas conquered the fortress of Kavala and planed a revolt 
against the emperor. When Samonas heard of the plot, he went to the emperor and 
instigated him against Andronikos.3 


Miniature 261, fol. 113r (Fig. 258): The miniature is painted between the lines of this 
passage. Leon VI is depicted enthroned in front of an architectonic structure (ò 
BaoiAeuc). He holds a sceptre and wears a more accurately rendered crown than the 
previous ones; the prependulia hang alongside the cheeks. Samonas stands in front 
of him with veiled hands (ó Zaywvdac). His effigy differs from those on fols. 109v and 
110r top, where he is portrayed as a bearded man (Figs. 248-249). A group of 
dignitaries, arranged in two rows, is shown to the right. 


Text: Andronikos Doukas changed sides to the Agarens, who received him with 
honour. When the emperor realised that he had lost a capable general, he decided to 
send a messenger to ask him to return, promising him total amnesty and other 


! THURN, Skylitzes, 184, 16 - 185, 21. 
? THURN, Skylitzes, 185, 30-35. 
3 THURN, Skylitzes, 186, 58 - 187, 67. 
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rewards. The letter was wrapped in wax, so that it looked like a candle; it was given 
to a Saracen to bring to Andronikos. Samonas, however, took the Saracen aside 
bribed him and persuaded him to hand the letter to Ouzer; he told him that the 
content of the candle could cause the fall of Syria. The Saracen handed the candle to 
Ouzer, who found the emperor's letter in it, read it and informed the Amermoumnes 


Miniature 262, fol. 113v, top (Fig. 259): The miniature is painted below this passage. 
It consists of two scenes, arranged as usual from right to left. The inscriptions to the 
scenes are mistakenly swapped by the rubricator. The Story should be read as 
follows: the right-hand scene shows the Saracen bringing the candle to Ouzer and 
the left one depicts Ouzer informing the Amermoumnes about the hidden message of 
the emperor. Ouzer is shown in front of an architectonic structure, sitting on a pillow 
with his legs crossed (6 àpepuoupuvf|c). He receives a candle held by a Saracen (0 
Oùčńp). The illustrator drew a burning candle. The envoy is accompanied by more 
Arabs. In the left scene, the Amermoumnes is depicted sitting on a pillow with 
crossed legs in front of an edifice (6 Ou¢np). He converses with Ouzer, standing in 
front of him (6 koyiZwv tov xaptnv Ayapnvoc, Tw Oucnp). More Arabs are shown 
behind him. 


Text: Andronikos Doukas and his men were imprisoned by the Arabs. Andronikos 
died, but his son, Konstantinos, managed to escape together with other Captives; the 
Saracens pursued them. Sometimes, Konstantinos and his men fought against them, 
and sometimes they threw golden coins behind them in order to distract their 
pursuers. With this method, they managed to reach the Byzantine borders.2 


Miniature 263, fol. 113v, bottom (Fig. 260): The miniature is painted below this 
passage. Three Byzantine horsemen with lances and elaborate military costumes 
flee to the left (Kuvoravrivoc 6 tod Aoukosg Avdpovikou kai oi güv QUTW bEUyovrec). 
One of them turns around and throws golden coins. Two Saracens have dismounted 
to pick up the coins. A group of Saracens on horseback, holding round shields and 
lances, pursue the Byzantines (Zapakrnvoi). 


Text: Emperor Leon VI gave Konstantinos Doukas many gifts as a reward. When 
Konstantinos was about to leave the  Chrysotriklinos, where the emperor had 
received him, the emperor ordered him to come back; while looking at the icon of 
Christ and the Mother of God, affixed above the gate, he told him not to dream of 
becoming emperor, because the empire belonged to his son. He warned 


Konstantinos not to plan any revolts, because his head would pass through this gate. 
This prediction was later fulfilled.3 


Miniature 264, fol. 114r (Fig. 261): The miniature is painted below this passage. The 
emperor stands under an arch, which forms part of a building signifying the 
Chrysotriklinos. With one hand, he points to the icon of the Virgin, resembling the 
eee 

1 THURN, Skylitzes, 187, 74-90. 

? THURN, Skylitzes, 187, 90 - 188, 7. 

? THURN, Skylitzes, 188, 10-20. 
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Glykophilousa type, and with the other to the gate below it. Obediently, Konstantinos 
Doukas stands outside the building with veiled hands. A group of soldiers with 
swords in their belts is depicted to the right. The miniature is Captioned as follows: 6 
BaolAgus áreviCuv Tac eikóvaq Aeye!l TO Kwvatavtivy TW uito Avopovikou Tod Aouk6c. 


Text: The Emperor Leon VI received the Arab Albebakes and Samonas' father, who 
were sent from Tarsos and Melitene to Constantinople on the occasion of an 
exchange of captives. The emperor adorned the Magnaura palace and the St. 
sophia church. The envoys were led to the St. Sophia and were shown the precious 
liturgical vessels of the church. 


Miniature 265, fol. 114v, top (Fig. 262): The miniature is painted below this passage. 
Leon VI is represented inside a church, suggesting the St. Sophia (Aéuv 6 BaciAeUc). 
He turns his head towards two Arabs (Ayapnvoi), standing behind him, and points to 
the golden objects held in front of him by two groups of clerics wearing skaranika. 
Outside the church, there is a group of dignitaries with raised hands. 


Text: On the Pentecost, the Emperor Leon VI crowned his son, Konstantinos, co- 
emperor through the Patriarch Euthymios (911 A.D.).2 


Miniature 266, fol. 114v, bottom (Fig. 263): The miniature, painted below this 
passage, represents the coronation of Konstantinos as co-emperor. The scene takes 
place inside a domed building with three arches. The Patriarch Eythymios is shown in 
the middle wearing the po/ystavrion. He crowns Konstantinos, who is depicted in 
frontal view and somewhat shorter; he is clad in a golden tunic, red boots, and his 
veiled hands cross his chest (Kwvatavtivos ó uióc roO DaciAÉcG Aéovroc). A group of 
clerics and a group of bishops with books, both wearing white skaranika, participate 
in the ceremony. The building is flanked by a group of dignitaries and a group of 
military officials with swords. The Emperor Leon VI cannot be seen anywhere. 


Text: The eunuch Konstantinos, given to the empress by Samonas, was so dearly 
loved by the imperial couple that Samonas intrigued against him out of envy. He 
accused him of having an affair with the empress. The emperor then ordered 
Samonas to tonsure him in the monastery of St. Tarasios.? 


Miniature 267, fol. 115r (Fig. 264): The miniature is painted below this passage. It 
represents the tonsuring of Konstantinos, which takes place in a church. A monk is 
shown to the right, standing in front of the sanctuary. He places one hand on 
Konstantinos' head and holds a pair of scissors in the other. Konstantinos is shown 
bending in front of him with veiled hands. The inscription above these two figures 
reads, keíperai Kwvotavtivog. A group of monks attends the ceremony. The man 
standing under the left arch may be identified as Samonas. A group of men in short 
tunics and with veiled hands stand to the left. 





1 THURN, Skylitzes, 189, 37-42. 
2 THURN, Skylitzes, 189, 51-53. 
3 THURN, Skylitzes, 189, 53 - 190, 61. 
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Text: Leon VI soon regretted his decision and reinstated Konstantinos in his Services, 
aiter he had ordered his monastic attire be replaced with laic garments. Samonas' 
envy against Konstantinos increased and he planned a new plot, this time together 
with the ko/tonites Megistos and Michael Tzirithon. Konstantinos Rodios, the 
hypogrammateus of Samonas, composed a letter of abuse against the emperor, 
which they threw in the /m/tatorion of the St. Sophia.! When the emperor entered after 
a procession, he saw the letter while he was praying, picked it up and read it. 
Everybody wondered who had written it.2 


Miniature 268, fol. 115v, top (Fig. 265): The miniature is painted below this passage. 
St. Sophia is rendered as a domed church, as usual shown in section, with an apse 
to the right. The mi/fatorion is depicted to the left, above two superimposed arcades. 
An icon of Christ hangs from the roof. Leon VI stands in front of it and reads the 
letter. A group of men with veiled hands stands behind him. Apart from one person, 
they all were hairy, red headgear. In the right part of the church, a group of men 
wearing tunics and white skarar/ka is depicted standing with crossed, veiled hands 
and looking in the direction of the sanctuary. The miniature is captioned as follows: ó 
paciAEUG £igeAGQ eic TO uirartpiov £ü£ac8ai kai TOV xàprnv idwv. 


Text In the same year, a lunar eclipse occurred. Because of his astronomic 
knowledge, the emperor consulted the advice of the Metropolitan of Synada 
Pantoleon. When he arrived, Samonas asked him whose misfortune the eclipse 
concerned. The Metropolitan said that it concerned him, but if he survived the 
thirteenth of June, nothing would happen to him. When the emperor asked him, he 
replied that the evil would strike someone else.3 


Miniature 269, fol. 115v, bottom (Fig. 266): The miniature, consisting of two scenes, 
is painted below this passage. The right scene depicts the discussion between 
Samonas, standing to the left, and Pantoleon. Two men with skaranika stand behind 
him. The caption to this scene reads, Óó 2apuvàg épurüv TOV unrpormoAimv 
l'lavroAéovra. To the left, Leon VI is portrayed enthroned in front of a three-storied 
building (Aéwv ó BaciAgUc). He addresses Pantoleon, standing in front of him with 
veiled hands (ò UNTpoTTOAITNS l'lavroAéuv). A group of dignitaries, painted in larger 
scale, is shown in the middle of the miniature. 


Text: Michael Tzirithon revealed to the emperor that the insulting letter found in the 
mitatorion of the St. Sophia, had been written by Samonas.4 


Miniature 270, fol. 116r, top (Fig. 267): The miniature is painted below this passage. 
Leon VI is depicted enthroned in front of an architectonic complex (Aéwv ó BaolAcus). 
He addresses Michael Tzirithon, standing bent forwards in front of him with veiled 


eee 
' A place in the east side of the south nave reserved for the emperor during great feasts; on 
the mitatorion see DE CERIMONIIS (V), vol. 1, 2, 61 
? THURN, Skylitzes, 190, 61-79. 
3 THURN, Skylitzes, 190, 79 - 191, 87. 
^ THURN, Skylitzes, 191, 89-91. 
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hands; he wears a white skaranikon (Mixand 6 Téipi8uv). A group of dignitaries is 
shown to the right, one of whom raises his hands in a gesture of astonishment. 


Text: Leon VI suffered of an illness of the abdomen, which in the end weakened him 
to such an extent that he only managed to hold his customary speech to the senators 
with great difficulty; he asked them to take care of his wife and son. They promised to 
carry out his will and took leave. The emperor died 11 May (912 A.D.), leaving the 
Sceptres to his brother Alexandros.’ 

This passage is illustrated by two miniatures, the positions of which were 
Switched. The emperor's speech to the senators is painted on fol. 116v, while the 
emperor's death is shown on the preceding page, fol. 116r. 


Miniature 271, fol. 116r, bottom (Fig. 268): The emperor is represented lying on a 
bed, set in a room which is attached to a two-storied building (Aétov ò BaciAeUc). His 
eyes are closed, suggesting that he is dead. Five men wearing white skaranika stand 
behind the bed. Five additional men in tunics and mantles stand outside the room. ñ 
gÚYKANTOŞ is written between the two groups of men. 


Miniature 272, fol. 116v, top (Fig. 269): Leon VI is represented reclining on a bed, set 
in a long chamber with arches (Agwv 6 paciAeUc). He raises his hand in a speaking 
gesture. His wife Zoé, his son Konstantinos, and his brother Alexandros (AAé&avópogq 
Ó auToO adeAddc) stand behind the bed. Two groups of senators are represented to 
the left. 

The following three anonymous poems are written in the margins of this folio: 

1. Eig Aéovra tov BaciMa.? A dirge about the death of the emperor. 

2. Tivag Adyouc eime Agwv ò BaciAeüg rEAEUTOV.? This poem is similar to the 
Skylitzes’ text; the emperor asks his brother Alexandros to take care of his son, 
Konstantinos. 

3. AkpaBntos £ig tov A£ovra Tov BaoiAa.^ Alphabetic verses in honour of Leon VI. 
The verses 30-31 allude to Leon's homilies and religious poetry, for which he was 
admired by the Byzantines.5 


ALEXANDROS (912-913) 


Text: Alexandros, the brother of Leon VI, was just over twenty years old when he 
took the reins of the empire; he ruled together with Konstantinos, the son of Leon VI.1 


— 





! THURN, Skylitzes, 191, 9 - 192, 27. 

? SEVCENKO, Poems, 194-195. 

3 ŠEVČENKO, Poems, 196-198. The poems also appear in the apographa of the Skylitzes 
Matritensis. 

^ SEVCENKO, Poems, 201-205. 

? On these verses and Leo's VI poetry, see H.-G. BECK, Kirche und theologische Literatur 
im byzantinischen Reich, Munich 1959, 546-7. A few of the other Skylitzes manuscripts contain 
an interpolation referring to the literary interests and abilities of Leo Vl; see THURN, Skylitzes, 
192, 30-34. 
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Miniature 273, fol. 116v, bottom (Fig. 269): The miniature is painted before the cited 
passage and introduces the chapter dedicated to the reign of Alexandros. The 
accession of Alexandros is rendered with a customary audience scene. Inside an 
architectonic complex, two beardless emperors are portrayed enthroned under two 
arches. The left one, inscribed as ò AAé&avópoc, raises his hand in a Speaking 
gesture. The right one holds a sceptre and is identified by an inscription as 
Kwvotavtivog ó uióg A£ovroc pagiMéuc. Two Arab soldiers carrying swords stand 
outside the building. A group of dignitaries is depicted to the right. 

The Arabs are not mentioned in the relevant passage or in any other literary 
source containing this episode. Their presence in this scene supports the assumption 
that this manuscript was produced in Sicily, as already observed in the examination 
of the miniature on fol. 107r top (Fig. 241). 


Text: The Emperor Alexandros brought back the exiled Nikolaos Mystikos from the 
Monastery of Galakrenoi. He forced the Patriarch Euthymios to abdicate and for the 
second time installed Nikolaos to the patriarchal throne. He sat together with him in 
the Magnaura palace and discharged Euthymios during a s//ention. The supporters of 
Nikolaos Mystikos attacked Euthymios like wild animals: they punched him, slapped 
him, tore his beard, hit him on the neck and insulted him by calling him an adulterer.2 


Miniature 274, fol. 117r (Fig. 270): The miniature is painted between the lines of this 
passage. It contains two scenes, taking place in a long architectonic structure 
showing several arches: Alexandros is depicted enthroned to the left, holding a 
sceptre (AAéEavopos ó BaaiAeUc). The Patriarch Euthymios also sits on a throne and 
addresses him (0 óciog Eù8úpıoç). A group of clerics with veiled hands and white 
skaranika attends the scene. Behind them, a group of dignitaries is shown, looking 
over to the second scene. It shows the Patriarch Euthymios being assaulted by the 
supporters of Nikolaos Mystikos. Two men in short tunics attack him from behind, 
while the first of three men with white skaranika slaps him on the face and shows him 
the way out. The inscription, crroóiukougi Tov Trarpiápxnv Eveuuiov, is written above 
them. 


Text: The ruler of the Bulgarians, Symeon, sent envoys to find out if the Byzantine 
emperor would honour the peace treaty. Alexandros, however, sent the envoys away 
and threatened Symeon.3 


Miniature 275, fol. 117v (Fig. 271): The miniature is painted below this passage. The 
Emperor Alexandros is shown enthroned in front of an architectonic complex. Two 
men in tunics stand behind him with veiled hands. The Bulgarian envoys in short 
tunics and red headgear stand in front of him. A group of dignitaries is shown to the 
right. The inscription AAé&£avópoc ó paciAeUc is written above the envoys, because of 


C —— HEINE 
1 THURN, Skylitzes, 193, 40-43. The chapter heading, àpyrj BaciAeiag AAe&£ávopou, 
adeApod Aéovroc tod BaaiAéws, is written in the upper margin of this folio. 
? THURN, Skylitzes, 193, 43-51. 
3 THURN, Skylitzes, 195, 95-5. 
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a lack of space above the figure of the emperor. Traces of an erased inscription can 
be distinguished below it. 


Text: The Emperor Alexandros fell ill and died. He handed the reign over to his 
nephew Konstantinos and named the Patriarch Nikolaos, the magistros Stephanos 
and other dignitaries as regents. Alexandros was buried near his father Basileios |.1 


Miniature 276, fol. 118r (Fig. 272): The miniature is painted below this passage. 
Alexandros is represented reclining on a bed set in a long edifice (ò BaciAeUq 
AAé&avópog r£AeUTOV). He wears a hairy, red headdress and points to Konstantinos. 
The later is depicted enthroned and holding a sceptre (6 AVEYIÒG aÙTOÛ 
Kwvotavtivoc). A group of men with white skaranika and a priest are depicted under 
the first arch of the building. A group of men in tunics, painted in larger scale, stands 
outside the building.2 


KONSTANTINOS VII PORPHYROGENNETOS (913-959) 


Text: With letters, the friends and relatives of the domestikos ton scholon 
Konstantinos Doukas incited him to take over power, because they believed that the 
empire was being ruled badly. They also added that the senate and the Patriarch 
Nikolaos had agreed with the content of the letters. The letters were brought to him 
by Artabasdos, the father of the famous painter Andreas. 


Miniature 277, fol. 118v, top (Fig. 273): The miniature is painted below this passage. 
Konstantinos Doukas is shown sitting on a fold-chair in front of an architectonic 
complex (Kwvotavtivog ó Tod Aoukóg Avópovikou uidc).4 He wears a hairy, red 
headdress. Two men in tunics and white skaranika stand behind him. Artabasdos is 
represented bent forwards in the middle of the miniature, handing a scroll to 
Konstantinos (6 AptaBaddoc¢ KopiZwv TITTaKIOv). A group of soldiers with veiled 
hands is depicted to the right. 


Text: Konstantinos Doukas, who was already day-dreaming of the kingdom, felt 


encouraged by these letters and hurried to Constantinople with a group of elite 


soldiers. He entered the city at night through the small gate of the protobestiarios 
Michael, situated near the acropolis. From there, he went to the house of the 
magistros Gregoras Iberitzes, his father-in-law, to spend the night.5 





1 THURN, Skylitzes, 195, 9 - 196, 18. 

? The chapter on the reign of Konstantinos VII begins immediately below this miniature. The 
chapter heading, apxn paciAeiag Kwvotavtivou úioû Acovrog BagiAéwe is written above the first 
line. In the upper margin, a similar chapter heading is written. 

3 THURN, Skylitzes, 197, 25 - 198, 39. 

4 The inscription identifying him is written in the upper margin of this folio. 

* THURN, Skylitzes, 197, 40 - 198, 48. 
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Miniature 278, fol. 118v, middle (Fig. 274): The miniature, consisting of two scenes, 
is painted below this passage. A blue surface is depicted to the left, indicating that 
Konstantinos and his men arrived by sea. They are shown entering the city through a 
gate. Konstantinos is wearing a hairy, red headdress, as in the previous miniature. In 
the second scene, Konstantinos Doukas and his men are shown in a room with two 
arches, signifying the house of Iberitzes. Konstantinos is recognisable by his red 
headgear. The caption to this miniature reads as follows: 6 oikoc tod payíorpou 
[ pnyopå kai Kwvotavtivos 6 tod Aoukóg kai oj yet’ aüroO OIAVUKTEPEUOVTES. 


Text: When the asekretis Niketas heard of the arrival of Konstantinos Doukas, he 
immediately notified the patrikios Konstantinos Eladikos, a monk. Both of them 
visited Konstantinos Doukas in the same night. 


Miniature 279, fol. 118v, bottom (Fig. 274): The miniature is painted below this 
passage. Konstantinos Doukas is shown enthroned in an architectonic complex, 
wearing his characteristic red headgear (Kwvotavtivog 6 Tod Aoukóc). Three men 
with veiled hands stand behind him. Konstantinos addresses Niketas and the 
patrikios Eladikos (Nikrrac, ó povaxog ó EAadikéc), who stand to the left 
Konstantinos Eladikos is clad in monk's attire, while Niketas wears a white 
skaranikon. 


Text: Bearing torches, Konstantinos Doukas' supporters went to the gate of the 
hippodrome and proclaimed Konstantinos emperor. As they tried to open the gate, 
the first of the Ajppokomoi of Konstantinos Doukas was wounded by a lance thrown 
through a door hole by one of the men in the hippodrome. He died immediately.? 


Miniature 280, fol. 119r, top (Fig. 275): The miniature is painted below this passage. 
It is the first of the miniatures by the second western artist, who painted this quire and 
a few more miniatures in this manuscript; we shall call him painter B2.3 He depicted 
the hippodrome as an almost symmetrical architectonic complex (ro Irrrroópóurov). A 
group of soldiers with kite-shaped shields and lances are shown under the first two 
arches. A man in imperial costume stands behind the gate, while a group of soldiers 
with kite-shaped shields and lances attacks it. The first soldier, holding a sword, falls 
backwards to the ground. Above him, Kai ó irrrrokópoc roO AoukOóc Kwvotavtivou 
Əvńokwv Aoyxeu8Eic is written. 

The text does not mention an emperor,* but the artist painted one behind the 


gate, possibly in order to indicate that the troops in the hippodrome belonged to the 
emperor. 


 ——— ———— 
1 THURN, Skylitzes, 198, 48-51. 
? THURN, Skylitzes, 198, 51-59. 
? See the Appendix on p. 398. 
^ Neither of the other literary sources mentions an emperor: THEOPHANES 


eee 382, 15-20; LEON GRAMMATIKOS, 289, 15-17; ZONARAS, Ill, 458, 17 - 459, 
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Text: Although Konstantinos Doukas considered the death of the hippokomos a bad 
sign, he did not change his mind. He reached the hippodrome (of the palace) and 
from there he passed the Chalke Gate and reached the exkoubita. The magistros 
loannes Eladas, one of the supervisors, sent an army against Doukas. In the ensuing 
fight both sides suffered great losses. 


Miniature 281, fol. 119r, bottom (Fig. 276): The miniature, painted below this 
passage, shows the battle between the imperial cavalry and the rebels. The 
horsemen to the left hold lances and are inscribed as oi Tod BaciAéccG, while those to 
the right hold swords and are inscribed as oi ro0 Aoukos. Several dead soldiers lie on 
the ground. 


Text: During this fight, Konstantinos Doukas was killed. He was decapitated and his 
head was brought to the emperor. The end of the Konstantinos' revolt had been 
predicted several times. A certain Nikolaos, an expert on astrology, had written a few 
words on a black linen cloth and sent it to the /ogothetes Thomas. When the cloth 
was washed, a text appeared, predicting the death of Konstantinos Doukas.2 


Miniature 282, fol. 119v (Fig. 277): The miniature is painted below this passage. It 
consists of two scenes: Thomas is depicted seated in an architectonic complex 
(Owuâç ó Aoyo8É£rnc). He wears a hairy, red headdress, often worn by dignitaries in 
the previous and following miniatures. He receives a white object resembling a sheet 
of paper, signifying the linen cloth mentioned in the text. The cloth is brought to 
Thomas by a personage in tunic and mantle. In the next scene, two men hold the 
cloth and inspect it. The illustrator did not depict the text which was revealed after the 
cloth had been washed. 


Text: Symeon, the ruler of the Bulgarians, besieged Constantinople, but he realised 
that he could not take it because of its strong defence; he therefore asked for a 
peace treaty. The patriarch and the supervisors took the emperor to the Blachernai 
Palace where Symeon was invited for a diner. Symeon bowed in front of the patriarch 
and the latter blessed him and, instead of a wreath, put the eprrriptarion on his head.3 


Miniature 283, fol. 120r (Fig. 278): The miniature, painted between the lines of this 
passage, shows the emperor dinning with Symeon in the upper floor of an 
architectonic complex. The emperor makes a speaking gesture and looks in 
Symeon's direction, who is represented in frontal view wearing a red headdress. 
Three servants offer them dishes. A group of dignitaries, painted in larger scale, is 
depicted to the left. The caption reads, ó Zupewv BoüUAyapog ouveoðiwv TW Bagde. 
The patriarch is not shown.’ Konstantinos VII is conventionally represented as a 
bearded man. | 


1 THURN, Skylitzes, 198, 59-69. 

2 THURN, Skylitzes, 199, 71-85. 

3 THURN, Skylitzes, 200, 12-27. 

4 The patriarch is mentioned in all literary sources containing this episode: THEOPHANES 
CONTINUATUS, 385, 5-25; LEON GRAMMATIKOS, 292, 4-13; ZONARAS, III, 462, 2-5. 
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The miniature on fol. 172v of the Bulgarian Manasses Chronicle contains two scenes, 
arranged one above the other.! The upper one represents the banquet given in 
honour of Symeon, recounted in an interpolation by the Bulgarian translator.2 A high 
edifice is depicted to the left, probably signifying the Blachernai Gate. In the middle, 
several personages are seated at a table. The first one to the left was identified by 
Dujcev as Konstantinos VII. The Patriarch Nikolaos Mystikos is depicted beside him. 
Symeon is shown to the left, holding a glass. At the other end of the table, a figure 
receives dishes, offered by a group of servants. Among the persons sitting at the 
table, the Empress Zoé was also recognised by Dujéev. The Manasses miniature 
differs, thus, from the Skylitzes miniature with regards to the composition and the 
number of the figures depicted. 


Text: The mother of the emperor, Zoà, had been banished from the palace by the 
Emperor Alexandros. The young emperor Konstantinos Vil was inconsolable and 
asked for his mother. The supervisors therefore brought Zoé back to the palace 
against their own will.3 


Miniature 284, fol. 120v (Fig. 279): The miniature, painted below this passage, 
illustrates the return of Zoé to the palace. Konstantinos VII sits inside an architectonic 
complex and raises his hand (Kwvotavtivog ó BactAEUc).^ He is portrayed as being 
beardless, while in the previous and the next miniatures he is shown with a beard. 
Zoé is depicted as standing in front of him; she wears a crown (Zw A BaciAic). 
Another woman stands behind her. A group of men, arranged in two rows, appears to 
the right. Those in the first row wear red headgear. 


Text: The ruler of the Bulgarians Symeon besieged Adrianople for several days, but 


without any success. The city was finally conquered after the Armenian Pagratoukas, 
one of the guards, was bribed with gold.5 


Miniature 285, fol. 121r, top (Fig. 280): The miniature, painted below this passage, 
shows the conquest of Adrianople by the Bulgarians. Adrianople is depicted to the 
right as a round fortress. A large group of soldiers with lances and kite-shaped 
shields, inscribed as BovuAyapol, approach the city. A few soldiers with kite-shaped 
shields stand at the gate; one of them takes a Bulgarian by the hand and leads him 
into the city; the scene describes the treachery of the Armenian Pagratoukas. 


Text: In order to stop the raids of the Bulgarians and annihilate them, Zoë and the 
senate entered a pact with the Saracens. The magistros and domestikos ton scholon 
Leon Phokas was appointed leader of the army. When all the troops were assembled 
near Diavasis, the archpriest of the palace was sent there with the relics of the Holy 


——— HÉROES 
1 DUJCEV, Manasses-Chronik, fig. 60. 


* The lower scene depicts a battle between the Bulgarians and the Byzantines. 
* THURN, Skylitzes, 201, 30-32. 


* This and the next inscription are written in the upper margin of this folio. 
` THURN, Skylitzes, 202, 61-64. 
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Cross. Everyone should honour them and swear that they would die together, if 
necessary.! 


Miniature 286, fol. 121r, bottom (Fig. 281): The miniature is painted below this 
passage. The imperial camp is depicted to the left. One sees four tents and 
numerous shields. In the middle, a man in short tunic takes the oath by kneeling in 
front of a chest, in which a reliquary is placed. A large group of men stands behind 
him, waiting its turn. A priest is shown to the right, pointing to the relics. He is 
accompanied by two additional clerics, one of whom holds a censer. A group of men 
in tunics stands to the right. One of them wears red headgear, while the first man is 
clad in a golden tunic and wears a golden headdress; Leon Phokas is probably 
suggested here. The caption reads as follows: 6 TPWTOTTATTIAS TOU rraAaríou PETA TOV 
Tipiwv &0Àc)v mapagkeuáwv Tov Aaóv Óuvütrv. 


Text: The Bulgarians were defeated by the Byzantines in the battle which took place 
on the sixth of August near the fortress of Acheloon (917 A.D.).? 


Miniature 287, fol. 121v (Fig. 282): The miniature, painted below this passage, shows 
the defeat of the Bulgarians. The composition is identical to those of the painter B1, 
e.g. on fol. 108r (Fig. 244). The Byzantines are shown on horseback to the left, 
holding lances and kite-shaped shields ( Pwpaîoi). A horn-blower is depicted in the 
upper left corner. They pursue the Bulgarians, also holding lances and kite-shaped 
shields (BouAyapor). Two dead soldiers lie on the ground. 


Text: The leader of the Byzantine army, Leon Phokas, stopped at a spring to refresh 
himself. His horse ran away and galloped through the camp. When the Byzantine 
soldiers saw it, they thought that Leon had been killed in a ambush and began to 
retreat. They were attacked and defeated by the Bulgarians.? 


Miniature 288, fol. 122r (Fig. 283): The miniature is painted below this passage. The 
Bulgarians riders hold swords (BoUAyapo!) and pursue the Byzantines, who hold kite- 
shaped shields and lances (rpomíj Pupaitv). Five dead soldiers lie down in the 
foreground. 

Below this miniature, there is blank space left over. Since no text is missing at this 
point, one may assume that a larger or an additional miniature was planned here, 
which was not finished. 


Text: The Bulgarian Symeon advanced towards Constantinople. In the battle, which 
took place near Katasyrtai, the Bulgarians were defeated by the Byzantines.4 

Miniature 289, fol. 122v (Fig. 284): The miniature, painted below this passage, 
depicts the defeat of the Bulgarians. The Byzantines are shown on horseback, 
holding kite-shaped shields and lances (‘Pwyaiot), while pursuing the Bulgarians, 


! THURN, Skylitzes, 202, 71 - 203, 85. 
? THURN, Skylitzes, 203, 93-1. 

3 THURN, Skylitzes, 203, 1 - 204, 13. 
^ THURN, Skylitzes, 205, 45-57. 
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also equipped with kite-shaped shields and lances (BoüAyapoi TpeTrovtal). A dead 
soldier lies on the ground. 


Text: Because Leon Phokas openly aspired to conquer the throne, the teacher of 
Konstantinos VII, Theodoros, advised the emperor to ask for the help of the 
droungarios ton ploimon, Romanos Lekapenos. However, the latter refused to 
support the emperor.’ 


Miniature 290, fol. 123r, top (Fig. 285): The miniature, consisting of two scenes, is 
painted between the lines of this passage. Konstantinos VII is portrayed to the left, 
enthroned inside an architectonic complex (Kwvotavtivog ó BGaciAeUc). A group of 
men in tunics stands behind him. The emperor converses with Theodoros (0 
Traidaywyog auTod Orddwpoc). In the second scene, Romanos Lekapenos is 
depicted sitting inside an edifice (6 rrarpikioq ‘Pwyavoc). He addresses a messenger, 
who bows slightly in front of him (6 ürokpiciápioc). A group of dignitaries stands 
between the two buildings, and looks at the first scene. 


Text: Several times, Romanos Lekapenos rejected the request of the regent 
Theodoros to protect the Emperor Konstantinos VII. Finally, the emperor wrote a 
letter by himself, which he signed with purple letters. When Romanos read it, he was 
moved and promised to protect him from the usurpers.? 


Miniature 291, fol. 123r, bottom (Fig. 286): The miniature, consisting of two scenes 
which take place in two buildings, is painted below this passage. In the left scene, 
Konstantinos VII is shown enthroned, while handing over a scroll to an envoy 
(Kwvotavtivog BaciAeüc). A group of men stands behind the latter. In the second 
scene, Romanos Lekapenos accepts the letter from the envoy of the emperor 
(Pwpavóg rrarpíkioc). Romanos wears a red headdress, as in the previous miniature. 


Text: The news about the agreement between the emperor and Romanos Lekapenos 
quickly made its way through the entire city. The parakoimomenos Konstantinos 
Doukas also heard it, but he believed that no one would dare to undertake anything 
against him. Therefore, he went out, distributed the wages to the fleet as usual and 
urged Romanos Lekapenos to sail. Romanos Lekapenos pretended to execute his 
order willingly, but in reality lured him into an ambush. Konstantinos Doukas asked 
him if he had men strong enough to row the imperial ship and Romanos Lekapenos 
replied that he had. Konstantinos Doukas inspected them and left. When he came 
near the flagship, Romanos Lekapenos ordered his men to arrest him, after which 


they imprisoned him in the flagship. No one dared to protect him, but they 
immediately dispersed.3 


Miniature 292, fol. 123v, top (Fig. 287): The miniature is painted below this passage. 
It shows Konstantinos Doukas' arrest. Romanos Lekapenos is represented standing 


eee 
t THURN, Skylitzes, 205, 58 - 206, 73. 
2 THURN, Skylitzes, 206, 71-77. 
3 THURN, Skylitzes, 206, 78 - 207, 3. 
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and making an order gesture with his right hand, while the left one is hidden in a long 
sleeve, a characteristic cloth piece worn by several Byzantines; he wears a 
rectangular, red headdress (6 'Pupavóc). A group of men stands behind him, two of 
whom have similar hats. A group of barefoot men in short tunics carries Konstantinos 
Doukas to one of the five ships shown to the right. Konstantinos Doukas also Wears a 
red, rectangular headdress (Kwvatavtivoc ó TTAPAKOINWHEVOG), 


Text: The news of the arrest of Konstantinos Doukas by Romanos Lekapenos 
worried the entire city, because they thought a revolt was taking place. When Zoé 
heard of it, she summoned the Patriarch Nikolaos and the senate and sent a 
delegation to Romanos Lekapenos to learn the reason for the arrest. 


Miniature 293, fol. 123v, bottom (Fig. 288): The miniature is painted below this 
passage. The Empress Zoé is represented enthroned inside a long edifice, making a 
speaking gesture (Zwr rj BaciMic). A man in a tunic, wearing a red, rectangular 
headdress, stands in front of her. The Patriarch Nikolaos is depicted in the middle, 
sitting on a throne and making a gesture of speech (ò rrarpiápxng NikóAaoc). A 
group of clerics holding books and dignitaries are shown behind him. 


Text: When the envoys of the empress approached the ships in order to ask the 
reason for Konstantinos Doukas’ arrest, the sailors drove them off with stones.2 


Miniature 294, fol. 124r, top (Fig. 289): The miniature illustrating this passage is 
painted below it. A group of dignitaries is shown standing to the left (oi OTAABEVTEG 
ápxovrec). One of them raises his mantle in order to protect himself from the stones 
thrown by the sailors (oi vaUtat). The latter are depicted standing in two of the four 
ships painted to the right. 


Text: Next morning, the Empress Zoé went to the Boukoleon palace and asked her 
son and his men why this uprising had taken place. The emperor's teacher, 
Theodoros, replied, because Leon Phokas had caused damage to the army and the 
parakoimomenos Konstantinos had destroyed the palace.? 


Miniature 295, fol. 124r, bottom (Fig. 289): The miniature is painted between the lines 
of this passage. The Boukoleon palace is depicted to the left as a two-storied building 
(0 BouKoAéwv). Zoé appears on a balcony (Zwr ń Baaidic) and converses with a 
group of sailors sitting in two of the five ships depicted to the right. A group of women 
is depicted behind her. 

The miniature deviates from the relevant passage. According to it and the other 
literary sources,^ Zoë discussed the situation with her son and the regents, but she 
never spoke to the sailors. The passage was obviously misunderstood by the artist. 


! THURN, Skylitzes, 207, 3-9. 

? THURN, Skylitzes, 207, 9-12. 

3 THURN, Skylitzes, 207, 12-17. 

^ THEOPHANES CONTINUATUS, 392, 6-11; LEON GRAMMATIKOS, 298, 6-8. 
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The portrayal of the Boukoleon palace shows that the illustrator Was aware of the 
topography of Constantinople. This palace was indeed situated directly at the port,’ 


Text: The Emperor Konstantinos VII took over power from his mother and called the 
Patriarch Nikolaos and the magistros Stephanos to the palace. They sent loannes 
Toubakes to remove her from the palace. Weeping and crying, Zoé embraced her 
son and begged him not to sent her away. Thereupon, the emperor asked them to 
leave his mother with him.2 : 


Miniature 296, fol. 124v (Fig. 290): The miniature is painted below this passage. It 
consists of two scenes. In the left one, the patriarch is shown under the first of the 
three arches of a long edifice. He stands in front of a group of dignitaries and points 
in the direction of the emperor. Konstantinos VII is depicted in the middle holding a 
sceptre; he is clad in imperial garments with the /oros, which this artist only depicts 
occasionally. His mother embraces him, while two men in short tunics try to take her 
away by her arm. The second scene represents the emperor commanding the men 
to leave his mother in peace. He is shown standing under an arch and raising his 
hand in a gesture of order. Zoé stands in front of him, followed by three men in short 
tunics; their hands are crossed. 


Text: Konstantinos VII received Romanos Lekapenos in the palace, after the latter 
had sworn that he would never turn against the emperor. Romanos Lekapenos 
kneeled before the emperor, who afterwards led him to the Pharos Church. Once 


there, they swore loyalty to each other, and Romanos was promoted to 
hetaireiarches.3 


Miniature 297, fol. 125r, top (Fig. 291): The miniature is painted below this passage. 
It consists of two scenes, each one placed in a separate building. Konstantinos VII is 
portrayed enthroned to the left, holding a sceptre (6 paciAeUc). Romanos Lekapenos 
lies prostrate before him and kisses his feet (0 Pwyavoc). A group of dignitaries is 
shown behind him. In the second scene, the Pharos Church is rendered as a canopy- 
like construction (ó £v rà ®apw vadc). Konstantinos VII is represented under the 
vault, holding a sceptre and placing his hand on his chest, a gesture which 
presumably illustrates his promise (ò BaciAeUc). Again, he is clad in imperial costume 
with the /oros. Romanos Lekapenos (Pwpavóç) stands next to him and covers his 
hand under his mantle, as do most of the dignitaries painted by the western artists. 
The scene is flanked by two groups of dignitaries. 


eee 

' On the Boukoleon palace, see MÜLLER-WIENER, Bildlexikon, 225-228; C. MANGO, The 
Palace of the Boukoleon, CahArch 45 (1997), 41-50. 

? THURN, Skylitzes, 207, 18-24. 

? THURN, Skylitzes, 208, 49 - 209, 56. 
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Text: The Emperor Konstantinos Vil was engaged to the daughter of Romanos 
Lekapenos, Helene, on the fifth week of the Holy Lent. The marriage took place on 
the so-called Galilean Tuesday and was blessed by the Patriarch Nikolaos.’ 


Miniature 298, fol. 125r, bottom (Fig. 292): The miniature, painted below this 
passage, depicts the marriage between Konstantinos VII and Helene; it takes place 
in a church with an arcade. Helene stands in the foreground and Konstantinos VII 
behind her. Both of them are bent forwards slightly, and are crowned by the 
patriarch. Above them, ò yduoc is written. A group of men stands behind the 
patriarch. The first of them probably held a censer in the model, which was not 
copied by the artist of the Skylitzes manuscript.2 Another group of men, clad in tunics 
and mantles, attend the ceremony. A group of dignitaries with red headgear is 
depicted outside the church. 


Text: Leon Phokas, who rebelled against the emperor, conquered Chrysopolis and 
extended his men outside Constantinople in order to frighten its citizens. Romanos 
Lekapenos sent Symeon the ep/ tou kanikleiou on a fast ship to Leon Phokas's men 
with a chrysobull signed by the emperor. The chrysobull emphasised the mutual 
support between the emperor and Romanos Lekapenos and condemned Leon 
Phokas for uprising.? 

Miniature 299, fol. 125v (Fig. 293): The miniature is painted between the lines of this 
passage. A man in a long tunic and a red headdress, supposedly Symeon, stands to 
the left and reads from a written sheet. A large group of men in short tunics, 
suggesting the soldiers of Leon Phokas, form his audience. On the right, a camp is 
depicted, consisting of six tents and numerous kite-shaped shields. 


Text: After the chrysobull was read to the men of Leon Phokas, they changed to 
Romanos Lekapenos' side.4 


Miniature 300, fol. 126r, top (Fig. 294): The miniature is painted below this passage. 
The illustrator rendered it with a proskynesis scene. Romanos Lekapenos is 
represented seated in the middle (Pwyavdc). A group of men, signifying Leon 
Phokas' soldiers, prostrayed in front of him and kiss his feet. The scene is flanked by 
two groups of soldiers, holding kite-shaped shields and lances. 


Text: Leon Phokas did not manage to prevent the reading of the chrysobull. After his 
forces were diminished, he escaped with a few loyal supporters to Ateous' fortress.5 


Miniature 301, fol. 126r, middle (Fig. 294): The miniature is painted below this 
passage. It shows Leon Phokas' escape. Two groups of horsemen with lances ride to 


! THURN, Skylitzes, 209, 63-66. 

? Compare this man with the figure holding a censer on fol. 121r bottom (Fig. 281). 
3 THURN, Skylitzes, 210, 86-7. 

^ THURN, Skylitzes, 210, 7-11. 

5 THURN, Skylitzes, 210, 11 - 211, 15. 
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the right. Above them, 0 Pwkâç devywv is written. The scene occupies the right half 
of the space reserved for the miniature. Curiously enough, the left part was left blank. 


Text: Leon Phokas was arrested in the village of On Leon! and was brought to 
Constantinople by loannes Toubakes and Leon Pastilas. Then he was blinded by 
them. According to some reports, this was a secret order from Romanos Lekapenos. 
The supporters of Romanos claimed the opposite, that Romanos was not involved 
and that he was against it. Thus ended Leon’s revolt.2 


Miniature 302, fol. 126r, bottom (Fig. 295): The miniature, consisting of two scenes, is 
painted between the lines of this passage. Two men in tunics and red headgear are 
shown seated to the right, supposedly representing Toubakes and Pastilas. Leon 
Phokas (Atwv 0 ®wkdc), wearing his customary red headdress, is brought in front of 
them by a group of soldiers, holding shields and lances. Leon's hands are bound 
behind his back. In the left scene, a soldier kneels on the body of Leon and blinds 
him (A€wv ó Qwkâç). Two additional soldiers, holding shields and lances, kneel 
behind the first one. 


Text: Konstantinos Ktematinos, David Koumoulianos and Michael, the curator of the 
Maggana, planned to assassinate Romanos Lekapenos; they armed a few young 
men to kill him during the hunt. The conspiracy was, however, uncovered, and the 
persons responsible for it were blinded. To further humiliate them, they were then 
dragged through the city; Leon Phokas was also included in this shameful 
procession, riding on a mule.3 


Miniature 303, fol. 126v, top (Fig. 296): The miniature is painted between the lines of 
this passage. It depicts the blinding of the conspirators and their pillory. On the left, 
the conspirators are blinded in three superimposed scenes. The executioners and 
the victims wear white bonnets. The inscription allocated to them reads, rudAoüUptvoi 
oi &rriBouAo!. The right scene takes place in a street with a colonnade, painted inside 
a walled city. A group of dignitaries wearing white skaranika is depicted to the left. 
Two groups of men in short tunics and white bonnets are represented next. The 
hands of the first man of the left group are bound. The men in the right group stretch 
their hands out and turn their heads backwards. It seems as if these men are pulling 
the group behind them, although no ropes are visible. The personage on the white 
mule represents Leon Phokas, wearing a red headdress, as in the previous 
miniature. The caption above this scene mistakenly reads, TO kuvrjyiov (the hunt), a 
word which appears in the passage above this miniature. 


eee 
! Ov A€éwy. For the various readings of the name of this village, see the apparatus criticus 
by THURN, Skylitzes, 211, 16. 
? THURN, Skylitzes, 211, 16-24. 
3 THURN, Skylitzes, 211, 25-31. 
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Text: The mother of the emperor, Zoé, was also accused of having plotted against 
Romanos Lekapenos and was, therefore, banished from the palace. She was 
tonsured in the monastery of St. Euphemia.! 


Miniature 304, fol. 126v, bottom (Fig. 297): The miniature, consisting of two scenes, 
is painted below this passage. In the first scene, a beardless emperor is shown in a 
sitting position, making a commanding gesture (BaciAeug Pwpavóç). Zoë, clad in 
ordinary maphorion, turns her head in his direction while being taken away by a 
group of men (Zw rj BaciMic). One of them, clad in a short, tucked up tunic, grasps 
her hand and leads her out of the room. The right scene depicts the tonsure of Zoé 
inside a building, which is supposed to represent a church. She wears a plain, light 
pink dress and bends forwards while stretching her hands out (Zur) r| BaaiAic). A 
priest puts one hand on her head and in the other holds a pair of scissors. A group of 
nuns, rarely represented in this manuscript, attends the ceremony. 

The rubricator identified the emperor as Romanos, who was then basileopator. 
The text does not, however, explicitly mention who gave the order for the banishment 
of Zoë. 


ROMANOS I LEKAPENOS (920-944) 


Fol. 126 is the last folio of the fifteenth quire. The sixteenth quire is lost. It contained 
the beginning of the reign of Romanos | Lekapenos. It recounted, among other 
events, how Romanos, after he was crowned emperor, also crowned his wife 
Theodora and his son Christophoros. The seventeenth quire, beginning with fol. 127, 
continues with the reign of this emperor. The miniatures were completed by the first 
western artist, painter B1.2 


Text: The domestikos ton scholon loannes Kourkouas besieged and conquered the 
city of Melitene in Syria.? 

Miniature 305, fol. 127r, top (Fig. 298): The miniature is painted below this passage. 
The camp of the Byzantines is depicted to the left. One can distinguish four tents, 
with numerous soldiers standing between them carrying lances and round shields 
( Pwuyaiol). Four soldiers climb on a ladder and two additional ones triumph over the 
ramparts of Melitene, depicted as a round fortress. No enemy can be seen. The 
caption reads, ¿àw MeArmnvr. 


Text: The Patriarch Stephanos died on 15 July, Indiction 6 (928 A.D.), after having 
spent two years and eleven months on the patriarchal throne.4 


! THURN, Skylitzes, 211, 32-34. 
? See the Appendix on p. 398. 

* THURN, Skylitzes, 224, 74-77. 
^ THURN, Skylitzes, 225, 85-86. 
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Miniature 306, fol. 127r, bottom (Fig. 299): The miniature is Painted below this 
passage. It represents the death of the Patriarch Stephanos. He is depicted inside a 
church, lying on a bed. A group of bishops stands to the right. One of them holds a 
book and raises his hand in a gesture of blessing. A group of clerics, three of whom 
hold books, is shown behind the bed. To the left, two deacons hold censers. The 
caption reads, r£Aeurr) ZTedavou rrarpiápyou. The left half of the Space reserved for 
the miniature is left blank. 


Text: In December, the monk Tryphon was appointed Patriarch, until the emperor's 
son, Theophylaktos, reached the right age to become patriarch.' 


Miniature 307, fol. 127v, top (Fig. 300): The miniature, painted below this passage, 
shows the consecration of Tryphon. The ceremony takes place inside a domed 
church. Tryphon is depicted bending and stretching his hands out (Tpüouv). A 
bishop, painted in larger scale, places his hand on the head of Tryphon. The scene is 
flanked by two groups of bishops, a few of whom hold candles. The caption reads, 
XEIPOTOVIA TpUduvog rrarpidpxou. 


Text: The son of the emperor, Christophoros, died in August and was buried in the 
monastery of his father (931 A.D.).2 


Miniature 308, fol. 127v, bottom (Fig. 301): The miniature, painted below this 
passage, depicts the death of Christophoros. The scene develops inside an 
elongated architectonic complex, signifying the monastery of his father. 
Christophoros is lying on a bed in the middle of the scene. He is surrounded by a 
group of monks. Five small, round constructions are painted in the foreground, 


possibly tombs. To the left of the monastery, r£AeuT] XpicroQópou paociMéug is 
written.3 


Text: Theophylaktos came of age, but the Patriarch Tryphon refused to abdicate. The 
emperor was hopeless and did not know how to do away with him. The bishop of 
Kaisareia Theophanes, nicknamed Choirinos, promised to find him a solution. He 
went to the patriarch and told him that the reason why the emperor wanted to remove 
him was that his opponents accused him of being illiterate. He therefore proposed to 
write his name and office on a blank piece of paper in front of the synod and to send 
it to the emperor to prove that the accusations were false.4 


Miniature 309, fol. 128r, top (Fig. 302): The miniature is painted between the lines of 
this passage. The Patriarch Tryphon is depicted to the right, sitting inside an a 
building, signifying the patriarchate (Tpúġwv ó rrarpiápyngc). Theophanes Choirinos 
is depicted in front of him, in a stance and gesture which denote that he is trying to 
persuade the patriarch (Oeohavng 6 Xoipivóc kai urxavikóg). A group of men with 
a 

1 THURN, Skylitzes, 225, 86-89. 

? THURN, Skylitzes, 226, 24-25. 


° Christophoros was also crowned by Romanos, as already noted above. 
4 THURN, Skylitzes, 226, 26 - 227, 43. 
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white skaranika and a smaller one with red headgear are represented standing to the 
left. 


Text: The patriarch considered the Theophanes' advice useful and called the synod. 
He explained to them that he was accused of being illiterate and wrote his name on a 
paper to prove that this was not true.’ 


Miniature 310, fol. 128r, bottom (Fig. 303): The miniature is painted between the lines 
of this passage. The Patriarch Tryphon is depicted to the right, sitting inside a 
building similar but not identical to that of the previous miniature (ò rrarpiápyng 
Tpudwyv). He addresses the synod, consisting of a group of clerics sitting opposite 
him (ù ouvodoc). 


Text:. The Patriarch Tryphon took a blank sheet and signed his name: Tpúġwv £M 
Oto0  óÓpyierTrioKkorroc KWVOTAVTIVOUTIOAEWS, véaç Pone, Kai oikoupevikóq 
Trarpiápyrc.? 

Miniature 311, fol. 128v, top (Fig. 304): The miniature is painted between the lines of 
this passage. The patriarch is shown seated inside a building different to the previous 
one, although the scene takes place in the same building (Tpúġwv ó rrarpióápync). 
He writes on a piece of paper, on which the first part of his signature can be 
distinguished: TpUdwv ¿ćw Ogo. The members of the synod are depicted sitting in 
front of him (ù aUvodoc). 


Text: The Patriarch Tryphon sent the signed paper with the protothronos to the 
Emperor Romanos l. To it the latter attached another paper, on which he wrote the 
patriarch's resignation. The falsified document was brought to the synod and the 
Patriarch Tryphon was forced to abdicate.3 


Miniature 312, fol. 128v, bottom (Fig. 305): The miniature is painted below this 
passage. It consists of two scenes. The first one takes place in a long chamber. The 
Emperor Romanos l is represented seated to the right (Pwpavòç ó BaciAeUcC). A man 
in tunic and white skaranikon, signifying the protothronos, stands in front of him and 
reads from a document. The members of the synod sit behind him. They look at each 
other with astonishment. A group of dignitaries with skaranika is depicted to the left. 
The left scene depicts the removal of the Patriarch Tryphon. He is shown being 
pushed away by a group of men in short tunics, two of whom wear white bonnets. 
The caption to this scene reads, £&áyerai tic £kkAnoíag ó TpUdwv. 


Text: One year and five months after the removal of the Patriarch Tryphon, the son of 
the emperor, Theophylaktos, having reached the legal age, was consecrated 
patriarch (933 A.D.).4 





1 THURN, Skylitzes, 227, 43-50. 
2 THURN, Skylitzes, 227, 50-53. 
3 THURN, Skylitzes, 227, 53-58. 
^ THURN, Skylitzes, 227, 58-62. 
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Miniature 313, fol. 129r, top (Fig. 306): The miniature, painted below this Passage, 
shows the consecration of Theophylaktos inside a church. A bishop is represented 
below a vault. He holds a book and places his hand on the head of Theophylaktos, 
who is depicted kneeling in front of him. A group of bishops, a few of whom hold 
books, attends the ceremony to the left, while a group of men, the first of whom holds 
a book, is shown to the right. Above the church, yeipotoveitai Tarpiápync 
O£oduAakrogc ó uióc TOU BaciMÉUG, is written. 

Text: Stephanos, the son of the Emperor Romanos |, married Anna, the daughter of 
Gabalas; she also received the imperial crown." 


Miniature 314, fol. 129r, bottom (Fig. 307): The miniature is painted below this 
passage. In two separate scenes, it depicts the marriage between Stephanos and 
Anna and the coronation of Anna. In the right scene, the bridal couple is portrayed 
inside a complex edifice, presumably a church. They are both clad in imperial 
garments with the /oros. A bishop, painted in larger scale, stands beside them and 
raises his hand in a gesture of blessing. Three additional bishops holding books 
stand behind him. A group of clerics and a group of dignitaries wearing white 
skaranika attend the ceremony. The caption to this scene reads, 6 vyàpog ZTEdavou 
uio0 TOU BaolAéws. In the left scene, which takes place in a less complex building, 
Anna stands in the middle with crossed hands. A bishop puts a crown on her head. 
The Emperor Romanos | stands behind Anna ('Pupgavóc ò paciAgUG). A group of 
men wearing white skaran/ka and red headgear is depicted to the left. 


Text: A Russian fleet, consisting of ten thousand ships, attacked Constantinople in 
June of the fourteenth Indiction (941 A.D.) The patrikios and protobestiarios 
Theophanes was sent with a fleet against them. He attacked the Russians and 
destroyed their ships with the Greek fire. The Russian Captives were brought to the 
East and turned towards the so-called Sgora. The patrikios Bardas Phokas and his 
cavalry, running along the shores, came across a Russian regiment which was sent 
to find food; they attacked and slaughtered the Russians.2 


Miniature 315, fol. 129v, top (Fig. 308): The miniature is painted below this passage. 
A group of Russian captives with bound hands (oi Pwo) are led away (actually 
attacked) by two groups of Byzantine horsemen. To the left, a group of Byzantine 
riders ( Puopaíor) attacks a group of Russian foot soldiers with lances. The latter hold 
lances and round shields. Several dead soldiers, holding oval shields, lie on the 
ground. 


Text The Russians, who had been captured by the domestikos ton scholon 
Kourkouas, were tortured by him out of revenge for their earlier violence and cruelty 
against the Byzantines; they used various methods to kill their captives. They 


$e 
1 THURN, Skylitzes, 228, 77-79. 
? THURN, Skylitzes, 229, 90-5. 
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crucified them, nailed them to the ground, or killed them with arrows, and with sharp 
nails they pierced the heads of the priests.1 


Miniature 316, fol. 129v, bottom (Fig. 309): The miniature is painted between the 
lines of this passage. To the right, three Ships are depicted in the sea. A group of 
men with short tunics and helmets leads a group of men, painted in smaller scale, to 
the place of execution. To the left, two archers kill two naked prisoners who have 
been fastened to a pole on top of each other; blood flows from their wounds. The 
caption reads, oi ro Koupkoua AaBovtec TOUG EK TOV "Pu; deUyovrag ro£eUouci. The 
caption is not based on the text and may be regarded as an arbitrary interpretation of 
the scene by the rubricator. It is more likely that the scene illustrates the passage 
which mentions how the Russians killed the Byzantines with arrows.2 


Text: After their defeat, the Russians prepared themselves to return home on their 


ships. The protobestíarios Theophanes, however, attacked them again and defeated 
them.? 


Miniature 317, fol. 130r (Fig. 310): The miniature, painted below this passage, shows 
the defeat of the Russians at sea. Six Byzantine ships, arranged in two 
superimposed rows, are depicted in the sea (Pwuyoaiol). The Byzantines attack two 
Russian ships with swords (oi ‘Pwc¢). Two naked Russians jump into the water. Three 
ships without a crew are shown to the right; two of them are sinking. 


Text: The Emperor Romanos | sent the protospatharios Paschal to the king of the 
Francs, Ougon,^ to ask his daughter's hand in marriage for Romanos, the son of 
Konstantinos VII Porphyrogennetos. She was brought to Constantinople and married 
Romanos. She lived with him for five years and then died.5 


Miniature 318, fol. 130v (Fig. 311): The miniature is painted below this passage. It 
depicts the marriage between Romanos and the daughter of Ougon, Bertha-Eudocia. 
The bridal couple is represented inside a vaulted building in a similar composition to 
that seen on fol. 129r bottom (Fig. 307) They are both clad in imperial costume with 
the /oros. They are blessed by a bishop standing under a vault. A group of bishops 
and a deacon with a censer are shown to the right. A group of dignitaries wearing 
skaraniíka and red headgear attends the ceremony from the left. Above the church, ó 
yauos is written. 

In the left space of the miniature, which was left blank, the following caption is 
written: Ò yayog roO l'loptupoyevvrirou uio0, Tod BaciMéuc ‘Pwyavod, kai Obyuvag 
TAS 8uyarpóg roO pryóc Mpayyiac. The caption names the bride by the female form of 
the name of her father King Ougon because her name is not mentioned in the text. 





! THURN, Skylitzes, 229, 6-12. 

? The text by LEON GRAMMATIKOS, 324, 1-5, and THEOPHANES CONTINUATUS, 424, 
21-425, 15, is similar to that of Skylitzes. 

3 THURN, Skylitzes, 229, 13 - 230, 21. 

* Hugh, Count of Vienna in 898, Duke of Provence ca. 911, King of Italy in 926-947 A.D. 

? THURN, Skylitzes, 231, 58-62. 


168 .. CHAPTER FOUR 


Text: During the siege of Edessa by the Byzantines, the (Arab) citizens promised 
them the holy effigy of Christ if they raised the siege. The siege was raised, and the 
Holy Mandylion was brought to Constantinople. The emperor accepted it following a 
splendid procession organised by the parakoimomenos Theophanes.’ 


Miniature 319, fol. 131r, top (Fig. 312): The miniature, painted below this passage, 
illustrates the arrival and veneration of the Holy Mandylion. A bearded man without 
imperial insignia, identified as Romanos I, is depicted inside a vaulted edifice.? He 
brings the Mandylion close to his face and worships it (tò Gyiov |avouAiov). It is 
offered him by Theophanes, whose hands are covered with a long cloth hanging from 
his shoulders. The Mandylion has the form of a rectangular, white cloth with fringes, 
on which the head of Christ is painted as plastically as the other figures.? A bishop 
and other prelates are depicted to the right, and dignitaries wearing red headgear to 
the left. 


Text: Two Siamese twins came from Armenia to Constantinople. They were removed 
from the city, because they were considered a bad omen. Under the reign of 
Konstantinos VII, they returned to Constantinople.4 


Miniature 320, fol. 131r, middle (Fig. 313): The miniature, painted below this 
passage, reveals a rare representation of Siamese twins. The miniature consists of 
two nearly identical scenes, which only differ in the architectonic setting. In both of 
them, the Siamese twins are depicted in the middle. They are shown as two male 
persons, joined to each other by their backs. A piece of cloth is shown around their 
waist. A man in a short tunic takes one of the twins by the hand and leads them 
away. Groups of dignitaries flank the scenes. oi OuUdueic óUo traidec is written above 
the twins in the right scene. 

The illustrator depicted the removal of the Siamese twins from the city twice, 
while one would expect the second scene to represent their return to 
Constantinople. 


í————  À ————— —— 

1 THURN, Skylitzes, 231, 66 — 232, 72. 

? There are two more depictions of Romanos | as emperor in this codex, on fols. 128v 
bottom and 129r bottom; in both cases he is depicted wearing a crown (Figs. 305, 307). The 
other sources are more specific and state that Theophanes brought the Mandylion to the 
Blachernai palace, where Romanos | worshipped it: THEOPHANES CONTINUATUS, 432, 4-24; 
LEON GRAMMATIKOS, 325, 22 - 326, 12 

3 ESTOPANAN, Skyllitzes,138, and GRABAR-MANOUSSACAS, Skylitzes, 77, wrongly 
thought that the emperor holds a head, instead of a cloth. On the Mandylion see A. GRABAR, 
La Sainte Face de Laon, le Mandylion dans l'art orthodoxe, Prague, 1931; S. DER 
NERSESSIAN, La légende d'Abgar d'aprés un rouleau illustré de la bibliothèque Pierpont 
Morgan à New York, Actes du IVe Congrés internationale des Études byzantines, Bulletin de 
l'Institut Archéoloqique Bulgare 10 (1936), 105 ff; K. WEITZMANN, The Mandylion and 
Constantine Porphyrogennetos, CahArch, 11 (1960), 163-184, reprinted in ‘dem, Studies in 
Classical and Byzantine Manuscript Illumination, Chicago, London, 1971, 224-246, esp. 344, 
fig. 230. l 

4 THURN, Skylitzes, 232, 73-76. 
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Text: Because one of the Siamese twins died, the most experienced doctors in 


Constantinople tried to separate the dead body from the living one. Shortly after the 
operation, however, the other twin also died 2 


Miniature 321, fol. 131r, bottom (Fig. 314): The miniature is painted below this 
passage and illustrates a rare subject, the operation on the Siamese twins. The twins 
are depicted standing in the middle. Both of them are naked. The right one is holding 
a staff, while the left one is dead, with his hand and head hanging down. Four 
surgeons wearing white bonnets are depicted in two groups. One of the surgeons in 
the foreground holds a knife. Of those in the background, one places his hand 
between the heads of the twins to show where the operation should begin; the other 
surgeon holds a knife and is about to separate the twins. Above them, oi iarpoi 
TEUVOVTES TO pioU TO vEKQOuDOE£v is written. 

The chronicle of Skylitzes briefly describes the Siamese twins with the words: 
TIAISEG GPPEVEG cupdueic, EK piüq Trpog£A0óvreG yaorpóc. This statement does not 
seem to have been sufficient for the illustrator to render the twins, particularly if one 
considers that he had most probably never seen Siamese twins. Leon Grammatikos 
and Theophanes Continuatus offer exactly the same description of the twins, which is 
more detailed than that of Skylitzes. They state that all of their body parts were intact, 
but that they were joined from the abdomen to below the abdomen and that their 
bodies were turned towards each other.3 This description does not correspond with 
the representation of the twins in the Skylitzes manuscript. These representations, 
especially the one examined here, can be better explained on the basis of the Leon 
Diakonos narration. He mentions that Siamese twins from Cappadocia went around 
the Byzantine empire under the reign of loannes Tzimiskes.4 The author even claims 
to have seen them several times. The twins were joint at the side, from the shoulder 
down to the hips (àrró dé uáAng kai uéypi Aayavosg ai rrAeupai roUTOIG éKEKOAANVTO, 
£voücai Ta coria Kai eig ëv cuvappuóGouoa!). While walking, they supported 
themselves on a stick, shown in our miniature. He adds that they were thirty years 
old. The description of Leon Diakonos could have been the basis for the 
aforementioned miniatures. However, according to Diakonos, the episode took place 
under the reign of loannes Tzimiskes, while all the other sources place the episode 
under the reign of Romanos I or Konstantinos VII. Additionally, Leon Diakonos does 
not mention any sort of operation on the twins. Either we are dealing with different 


eee 

' The other sources offer a similar reading of this episode to Skylitzes: THEOPHANES 
CONTINUATUS, 433, 1-11; LEON GRAMMATIKOS, 326, 20 - 327, 8; ZONARAS, Ill, 479, 10- 
15. 

? THURN, Skylitzes, 232, 76-78. 

° LEON GRAMMATIKOS, 326, 21 - 327, 2 and THEOPHANES CONTINUATUS, 433, 1-11: 
Taib£G cupdueig áppevec, Ek pç rrpogAOÓvreg vaorpóc, üprioi HEV rrávra Ta pgéAÀn TOO 
Gwyatoc,amo dé ro0 OTOUATOS THS yaorpóg kai péxpi TOV Ürroyaocrépa OUUTTIEPUKOTEC kai 
GAArjAoUG Ürrápxovrec ávrimrpóourroi. ZONARAS, Ill, 479, 10-11 describes the Siamese twins 
as follows: £& Appeviag peipakioxwv 6uàc euubuov. 

^ LEON DIAKONOS, 165, 3-16. 
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Siamese twins, or all the authors based their tales on a common source, which Leon 
Diakonos took over and then adapted to the reign of loannes Tzimiskes. 


Text: The Emperor Romanos | was removed from the palace and brought to the 
island of Prote, where he was tonsured monk.1 


Miniature 322, fol. 131v (Fig. 315): The miniature is painted below this Passage. It 
consists of two scenes, demarcated by edifices. The right scene depicts the removal 
of Romanos | from the palace. He is shown in a long, red tunic while being pulled by 
the hands and pushed in the back by men in short tunics (ò BaciAeUq Pupavóc). The 
left scene depicts the tonsure of Romanos in the usual iconography applied to this 
theme.? He is depicted kneeling under the middle arch of a church. A monk places 
his left hand on his head and raises a pair of scissors in his right one. A group of 
monks attends the ceremony from the left. The caption reads, ó BaolAetc Pupavóc 
KEIDETAI. 


KONSTANTINOS VII PORPHYROGENNETOS (944-959) 


Text: Konstantinos VII was only emperor by name when he wanted to regain paternal 
power. He was convinced that he could achieve this only if he could turn the sons of 
Romanos Lekapenos against their father. He therefore cornered Stephanos, who 
was easier to manipulate than his intelligent brother. He was aided by Basileios 
Peteinos, who was in the services of the imperial guard. Peteinos got acquainted with 
Stephanos and persuaded him to turn against his father, and ensured him that 
Konstantinos VII Porphyrogennetos would support him.? 


Miniature 323, fol. 132r (Fig. 316): The miniature, painted between the lines of this 
passage, shows the discussion between Basileios Peteinos and the Emperor 
Stephanos.^ A beardless emperor is portrayed enthroned inside a long chamber. He 
confers with a man in tunic and mantle, inscribed as 6 Meteivoc. A group of beardless 
dignitaries wearing white skaranika is depicted to the left. The inscription to the right 
of the building wrongly identifies the emperor as Konstantinos, the son of Romanos |: 
Kwvotavtivog ó BagiAeUG 6 Tod y£povroc 'Pupavoü dpouyyapiou Tv TÀwiuwv, UIOS. 
This Konstantinos appears in the passage above the miniature, but he is not involved 
IN any conversation in it. 


Text: Stephanos, taken by the idea of becoming emperor, was convinced by 
Basileios Peteinos, and revealed his plans to his brother; however, the latter 


eee 

' THURN, Skylitzes, 232, 83-85. 

? E.g. on fol. 115r (Fig. 264) 

3 THURN, Skylitzes, 234, 18 - 235, 53. The chapter heading Kwvatavtivoc is written in the 
left margin of fol. 131v, next to the beginning of this chapter. 

^ Romanos | also crowned his sons Stephanos and Konstantinos: THURN, 233, 12. 
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remained loyal to his father. Stephanos conspired with Basileios Peteinos, the monk 
Marianos, son of Leon Argyros, and other men and forced his father to abdicate on 
16 December 6443 (944 A.D.). Romanos | was exiled to the island of Prote and 
tonsured against his will. 


Miniature 324, fol. 132v (Fig. 317): The miniature is painted below this passage. It 
represents the exile of Romanos | to the island of Prote. The outline of the sea from 
which the scene evolves also functions as a frame to this miniature. A boat with 
several oarsmen is depicted to the left. Behind the helmsman, Romanos | is shown 
seated and holding his head with his hand, as a sign of his grief. An island with 
vegetation is depicted to the right. The caption above the scene reads as follows: 
£&opiGerat Trapa Kwvotavtivou paciAéug roO viod aüroü ‘Pwyavog Bagels 6 Tote 
Opouyyapiog TOv TrAWiUWwV. The rubricator wrongly stated that Konstantinos, instead 
of Stephanos, was responsible for the exile of his father. 


Text: The Emperor Konstantinos VII arrested Stephanos and Konstantinos, while 
they were having breakfast with him in the palace. Stephanos was banished to the 
island of Panormos and Konstantinos to the island of Terebinthos (945 A.D.).2 


Miniature 325, fol. 133r, top (Fig. 318): The miniature is painted between the lines of 
this passage. In two scenes, it depicts the emperor's breakfast with the Romanos l's 
two sons and the removal of the latter. The right scene takes place in the upper store 
of an architectonic complex. The emperor (Kwvotavtivocg ó BaociAeUc) is portrayed 
addressing Stephanos and Konstantinos. He wears a crown, while the other two 
sport hairy, red headgear. Two servants offer them dishes. Above the building, To 
apiotov is written. In the left scene, Stephanos and Konstantinos are led away by a 
group of men in short tunics. This scene is captioned, ZTémavov kai Kwvotavtivov 
karapipBácer rv BaciAeiuv. The caption is written above an erased, longer one. 


Text: Stephanos stayed on Lesbos for nineteen years. Konstantinos repeatedly tried 
to escape; two years after his dethronement, he killed his custodian, but was also 
killed by the other guardians.? 


Miniature 326, fol. 133r, bottom (Fig. 319): In two scenes the miniature illustrates the 
cited passage, which is written above it. In the left scene, Konstantinos is attacked by 
three men with raised swords. They all wear short tunics. The caption reads as 
follows: adattetal Kovoravrivog ó pBaciAeUG Ó uióc "PupavoO gaciAéug Tod motè 
ópouyyapiou TWv TAwipwv. The right scene depicts Konstantinos lying dead on the 
ground. A group of men in long tunics stands next to him and makes gestures 
denoting mourning. The cited passage does not justify the grief for the death of 
Konstantinos.4 





! THURN, Skylitzes, 235, 53-67. 

? THURN, Skylitzes, 236, 80-89. 

3 THURN, Skylitzes, 236, 92-2. 

4 A similar reading is offered by THEOPHANES CONTINUATUS, 438, 2-5, LEON 
GRAMMATIKOS, 330, 3-4, and ZONARAS, III, 482, 1-3. 
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Text: In July of the sixth indiction, Romanos | died and was buried in the Myrelaion 
Monastery (948 A.D.).' 


Miniature 327, fol. 133v, top (Fig. 320): The miniature is painted below this passage 
and shows the death of Romanos | Lekapenos. He is depicted lying on a bed inside a 
vaulted edifice, signifying the Myrelaion monastery.? He is shown here beardless, in 
contrast to previous portraits in this manuscript. A group of monks with mourning 
expression on their faces surrounds the bed. In the upper margin, r&£Aeurr] rou 
BaciAécoG Pwyavoo is written. 


Text: Konstantinos VII crowned his son, Romanos ll, co-emperor on the Easter day. 
The Patriarch Theophylaktos celebrated the ceremony.? 


Miniature 328, fol. 133v, bottom (Fig. 320): The miniature, painted below this 
passage, represents the coronation of Romanos ll. He is depicted standing between 
Konstantinos VII (ò BaciAgUg Kwvotavtivoc) and the patriarch. Like his father, he is 
clad, in imperial costume with the /oros (0 vióg auto "Pupavóc). The patriarch 
crowns him with his right hand. The ceremony is attended by a group of bishops and 
a group of dignitaries wearing skaranika. Konstantinos VII is portrayed with a beard, 
while in the previous miniatures he was shown beardless. The chapter heading, apyn 
paoiAeiag Kwvotavtivou roO Nopdupoyevvntou, is mistakenly written to the left of the 
miniature. This chapter began already on fol. 131v. 


Text: Konstantinos VII was not interested in the affairs of the state and did not fulfil 
his tasks as he should have. He was a drunkard and did not admit his mistakes; 
during his reign, the administration was corrupt. His disadvantages were, however, 
compensated by his custody of the sciences. He promoted arithmetic, music, 
astronomy, geometry, stereometry and the greatest of all sciences, philosophy, which 
had been neglected for a long time because of the ignorance and lack of education of 
the previous emperors. He brought the best scholars to Constantinople and 
appointed them as teachers. In this way, he banished illiteracy and soon reformed 
the state in a more logical manner.^ 


Miniature 329, fol. 134r (Fig. 321): This interesting miniature illustrates the cited 
passage with a teaching scene, taking place inside a long chamber. On the left, 
several students are shown seated at a table (oi ua9nrai); three of them wear white 
bonnets. On the table, open books are arranged. A student holds a book, and all of 
them are paying attention to the teacher, who is sitting at the head of the table and 
raises his hand. To the right, two teachers wearing red headgear, inscribed as oi 
$iAócOodQo!, teach a group of students standing in front of them. They wear white 
bonnets and hold their books open. 





1 THURN, Skylitzes, 237, 3-4. 

2 On the Myrelaion Monastery, see JANIN, Centres, 351-354. 
3 THURN, Skylitzes, 237, 5-8. 

^ THURN, Skylitzes, 237, 8 - 238, 30. 
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Text: Two conspiracies were planned against Konstantinos VII. The 
parakoimomenos Theophanes plotted to return Romanos | from exile. Another group 
of traitors wanted to bring Stephanos from exile and help him to the throne. The 
conspiracies were, however, exposed. Theophanes and his men were deported, 


while Stephanos’ supporters were beaten and their property confiscated; their noses 
were cut off and they were exiled.’ 


Miniature 330, fol. 134v, top (Fig. 322): The miniature, consisting of two scenes, is 
painted below this passage. It shows how the supporters of Stephanos were 
punished and exiled. The left scene takes place inside a kind of fortress. A group of 
naked men with bound hands is shown to the left. In front of the middle arch of the 
building, a group of men in short tunics is shown walking away from the prisoners, 
but two of them turn their heads in their direction. This scene is captioned, órjuguciq 
eTIBouAWwy. The illustrator painted the conspirators naked, presumably to indicate 
that their property had been confiscated. In the right scene, a ship with several 


oarsmen and a helmsman is shown in the sea. Above this scene, émiBoUAwv £&opía 
is written. 


Text: The Turks (Hungarians) waged several campaigns against the Byzantines. 
Their leader Bolosodes deceitfully became Christian and was baptised by 
Konstantinos VII in Constantinople. He was raised to patrikios and handed a lot of 
money before returning home.2 


Miniature 331, fol. 134v, bottom (Fig. 323): The miniature is painted between the 
lines of this passage. It represents the baptism of Bolosodes. He is depicted in a font, 
inside an arched building (BoAogwédi¢ 6 ToUpkoc).3 The patriarch stands to the right 
and places his hand on the head of Bolosodes. A group of bishops stands behind 
him. His godfather, Konstantinos VII, is depicted with covered hands and standing to 
the left (Kwvotavtivog 6 BaciAeUg). A group of dignitaries with skaranika stands 
behind the emperor. 


Text: Bolosodes contravened the peace treaty and waged several campaigns against 
the Byzantines and the Francs. He was finally captured by the king of the Francs, 
Otto (the Great), and hanged.4 


Miniature 332, fol. 135r, top (Fig. 324): The miniature, painted below this passage, 
shows a battle scene and the execution of Bolosodes. A group of riders, holding 
lances, pursues another group of riders, holding lances and round shields. A horn- 
blower is depicted in the background. The first horseman in the left group pulls back 
the last one from the right group by grabbing him by his hair. Two soldiers lie dead on 
the ground. It cannot be determined whether this scene represents a battle between 


! THURN, Skylitzes, 238, 47 - 239, 58. 

? THURN, Skylitzes, 239, 59-64. 

3 The spelling of the name in the miniature is slightly different to that in the text of Skylitzes 
Matritensis (BoAocoórjc and BoAoocoóíc). 

^ THURN, Skylitzes, 239, 73-76. 
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Turks and Byzantines, or Turks and Francs. The right scene shows Bolosodes 
hanging from a rope attached to a pole (BoAoowdic). He is depicted naked with his 
hands bound behind his back. Two men pull the rope. A group of soldiers with oval 
shields and lances is standing in the background. 


Text: The wife of the ruler of the Russians, Elga, visited Constantinople after the 
death of her husband. She was baptised and honoured before returning home. 


Miniature 333, fol. 135r, bottom (Fig. 324): This partially damaged miniature is 
painted between the lines of this passage. It depicts Elga’s visit in Constantinople. 
Konstantinos VII is portrayed enthroned in an architectonic complex (Kwvotavrtivoc 6 
paciAEUc). He holds a sceptre and receives Elga, standing in front of him (OUAya). 
she is accompanied by another woman. Both women wear white kerchiefs. A group 
of dignitaries, wearing white skaranika, is shown behind them. To the left of the 
edifice, the caption, n tod ápxovrog TÖV 'Pux yuvi 'EAya roóvopa rmrpocf(A6e TO 
BaciAei Kwvotavtivw kai £BarrrícOn, is written. 

The inscriptions have two variants of the name of the Russian woman: Oulga and 
Elga; the latter coincides with that in the text of Skylitzes.2 They may have been 
written in two different stages of the copying process. The caption mentions the 
baptism of Elga. One may, therefore, consider the possibility that her baptism was 
illustrated in the archetype, but was omitted in this or a previous copy. 


Text: The Emir of Tarsos waged a campaign against the Byzantines. When the Arabs 
entered the city of Herakleia, the priest Themel was celebrating the liturgy. As soon 
as he saw the Arabs, he rushed out of the church, took the semantron and attacked 
them with it. He injured and killed many of them and forced the rest to withdraw.3 


Miniature 334, fol. 135v, top (Fig. 325): The miniature, painted between the lines of 
this passage, illustrates the episode with Themel. A fortified city, labelled as nf rróÀig 
HpakAeía, is depicted to the right. Two groups of soldiers, holding shields, are shown 
on the ramparts. The priest Themel is represented outside a church attacking a 
group of soldiers using a semantron (ò Oued). The soldiers hold lances and round 
shields decorated with a simple pattern. Three of them lie dead on the ground. 


Text: The domestikos ton scholon Bardas Phokas was an incapable man, who had 
achieved nothing. During a battle against the Emir Chambdan, he was left alone by 
his companions. He would have been killed if his servants had not rescued him.4 

Miniature 335, fol. 135v, bottom (Fig. 326): The miniature is painted below this 
passage. It depicts, without showing the details mentioned in the text, a group of 
riders, holding lances and labelled as ToUpxol, pursuing the Byzantines who carry 





1 THURN, Skylitzes, 240, 77-81. 

2 ZONARAS, III, 485, also names the woman Elga. 

3 THURN, Skylitzes, 240, 87-93. In the upper margin, the chapter heading, mepi roO O£peA 
TOU Trp£OBurépou, is written. 

4 THURN, Skylitzes, 240, 4 - 241, 12. 
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lances and oval shields (oi roO Pwk peuyovtes peT’ aüroü). Dead soldiers lie on the 
ground. 

In the inscription, the riders pursuing the soldiers of Bardas Phokas are 
mistakenly identified as Turks. The cited passage speaks of the defeat of Phokas by 
the army of Chambdan, the Emir of Aleppo.’ 


Text: Leon Phokas, the son of Bardas Phokas, arrested Apolasaeir, a relative of 
Chambdan who had waged a campaign against the Byzantines, and sent him to 
Constantinople. When Apolasaeir was brought before the emperor, the latter 
triumphantly put his foot on his neck. He then honoured him.2 


Miniature 336, fol. 136r, top (Fig. 327): The miniature is painted below this passage. 
It shows in three scenes the capture of Apolasaeir, his arrival in Constantinople and 
the triumph of the emperor. In the left scene, Leon Phokas is portrayed seated inside 
an architectonic complex. He wears a red headdress and makes a commanding 
gesture. Three men in short tunics stand in front of him. The first one holds a rope 
which is bound around the neck of Apolasaeir. The hands of the latter are also 
bound. The caption to this scene reads as follows: Aéuv kai Nikndopos oi uioi roO 
Owka eye! TH aciei Kwvotavtivw Tov AtroAagasip. In the middle scene, 
Apolasaeir is depicted on horseback with bound hands (6 AtroAagaeip). A man in a 
short tunic holds the bridles of his horse. Two additional men are shown behind him. 
In the right scene, Konstantinos VII (Kwvotavtivog ó BaciAEUG) is portrayed in a 
building resembling a fortress, while performing the triumphal ceremony of ca/catio. 
He puts his foot on the neck of Apolasaeir, prostrate in front of him. A group of 
dignitaries wearing white skaranika, stands to the left. 

The caption to the first scene wrongly states that Leon and Nikephoros sent 
Apolasaeir to the emperor. The fact that the verb in the sentence is in singular form, 
réurret, instead of plural, rréurrouci, indicates that a reader added the name of 
Nikephoros to the original caption in one of the stages of the copying process. 


Text: Konstantinos, another son of Bardas Phokas, was captured by the Emir 
Chambdan and was brought to Chalep (Aleppo). Because the Emir could not 
persuade him to renounce the Christian faith, he poisoned him.? 


Miniature 337, fol. 136r, middle (Fig. 327): The miniature, painted below this 
passage, depicts the discussion between Chambdan and Konstantinos and the death 
of the latter. The Emir is shown to the right seated with his legs crossed inside an 
architectonic complex (ò XaBdav); he wears a turban. He addresses Konstantinos, 
Standing in front of him with veiled hands and wearing a red headdress 
(Kwvoravrivog 6 Tod Mwka vids). A group of Arabs, also wearing turbans, stands 
behind Konstantinos. In the left scene, Konstantinos is on a bed inside an arched 





! No other written source narrates this episode. 
2 THURN, Skylitzes, 241, 18-24. 
3 THURN, Skylitzes, 241, 24-27. 
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room. Three mourning men, wearing hairy, red bonnets, stand behind the bed. The 
caption reads, Kwvatavtivog Ovrjokei þapuákoç, ó uióg TOD Muka. 


Text: When Bardas Phokas heard of the death of his son, he was grieved and 
ordered all of Chambdan’s captured relatives to be executed by sword.’ 


Miniature 338, fol. 136r, bottom (Fig. 328): The miniature, consisting of two scenes, is 
painted below this passage. The left scene depicts Bardas Phokas mourning inside 
an edifice. He is seated and supporting his head with his hand (Bapdac ó Dwkac). 
He wears a red headdress. A group of men in long tunics, also wearing red 
headgear, stands in front of him. The right scene depicts the decapitation of a group 
of Arabs by two executioners. The Arabs are naked or wearing a piece of cloth 
around their waist; two of them are blindfolded. 


Text: After the assassination of his relatives, the Emir Chambdan embarked on a 
campaign against the Byzantines. He took the patrikios Niketas Chalkoutzes, who 
had been sent by the emperor to negotiate peace. Chalkoutzes secretly informed 
Phokas about the route of the Arab army, and Phokas trapped them in a narrow 
passage; the Byzantines suddenly came out of their hiding place and ambushed the 
Arabs with stones and arches. Chalkoutzes managed to escape with his men, while 
many of the Arabs were killed.? 


Miniature 339, fol. 136v (Fig. 329): The miniature is painted below this passage. The 
illustrator depicted it with a battle scene. The Byzantine riders (‘Pwyuaiol) chase the 
Arabs with lances, shown wearing turbans and holding lances and round shields 
(Zapaknvoi). Between the two groups, Chalkoutzes and two horsemen escape from 
the Arabs and gallop towards the Byzantines to join them (6 Xadkouténc). Several 
Arab soldiers lie dead on the ground. 


Text: One of the passions of the Patriarch Theophylaktos was horses; he owned over 
two thousand. It is said that a deacon, who was taking care of his horses, informed 
him during the celebration of the liturgy of Maundy Thursday, that his favourite mare 
had given birth to a foal.3 


Miniature 340, fol. 137r, top (Fig. 330): The miniature is painted below this passage. 
The Patriarch Theophylaktos (OeopuAaktog ó marpiápync) is portrayed in the 
sanctuary of a church, identified by an inscription as the St. Sophia (fh Ayia Zodia). 
He stands in front of an altar and holds one of the holy vessels. He turns his head in 
the direction of a man in light blue, supposedly a deacon, who stands behind him and 
whispers into his ear (6 avayyéAAwv). A group of bishops stands behind him. A door 
in the middle, signifying the Holy Gate, separates them from a group of dignitaries, 
wearing white skaranika. 


eee 
1 THURN, Skylitzes, 241, 27-29. 
* THURN, Skylitzes, 241, 30 - 242, 44. 


? THURN, Skylitzes, 243, 61-72. Above this subchapter, the chapter heading mepi 
OeoduAaktou roO Trarpiápyxou is written. 
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Text: Overjoyed, the Patriarch Theophylaktos hastily finished the liturgy and ran to 
the stables. After he saw the newborn foal, and inspired by the vision of the horse, he 
returned to the Great Church to perform the chanting for the Passion of Christ.1 


Miniature 341, fol. 137r, bottom (Fig. 331): The miniature is painted below this 
passage. It shows the patriarch on horseback (Ocopúàaktoç ó rrarpiápync) arriving 
in the stables and looking in the direction of a mare and a foal (ñ dopBac). A servant 
holding a rod points at them. The patriarch wears a long tunic and a white bonnet, 
just like the two riders who accompany him. Two men Stand behind the servant. A 
group of horses and two foals are depicted to the right (ai bopBáosc). 


Text: The monk Polyeuktos, who Konstantinos VII highly rated, was consecrated 
patriarch.^ The ceremony was not celebrated according to the tradition by the 
Metropolitan of Herakleia, but by Basileios of Kaisareia.? 


Miniature 342, fol. 137v (Fig. 332): The miniature, painted below this passage, 
represents the consecration of the Patriarch Polyeuktos inside a church. Polyeuktos 
kneels and stretches out his hands (MloAveuKToc). A bishop, obviously Basileios of 
Kaisareia, stands next to the altar and places his hand on the head of Polyeuktos. It 
probably is not accidental that Basileios has the same facial features as St. Basil the 
Great of Kaisareia, i.e. dark hair and a pointed beard. A group of bishops is depicted 
behind the new patriarch. Several dignitaries wearing skaranika attend the ceremony 
with veiled hands. The miniature is Captioned, xeiporoveira! rrarpiápync © 
[loAUEuUKTOG. 


Text The hand of St. John the Baptist was translated from Antiochia to 
Constantinople, after it had been stolen by a deacon named lob. The emperor sent 
the imperial ship to transport the relic, which was solemnly introduced into the city in 
the presence of the Patriarch Polyeuktos, the senate and the people.4 


Miniature 343, fol. 138r (Fig. 333): The miniature, painted below this passage, shows 
the translation of the hand of St. John the Baptist to Constantinople. A group of 
dignitaries wearing white skaranika is depicted to the left. A man in tunic and mantle 
with both his hands raises or carries on his head a reliquary, labelled 4 xeip roO 
[1poópópou. In the middle, the patriarch is depicted with his hands stretched out. He 
is accompanied by clerics; those in the background wear white skaranika and hold 
candles. The patriarch looks at an edifice, signifying a church. Three deacons stand 
under the first arch of the church; the first one holds a book in his veiled hand, and a 
censer; a lighted candle is visible in the background. Three bishops stand under the 
next arch. The caption to this miniature is written under the third arch; it reads as 


Jc ———M—— —— 
1 THURN, Skylitzes, 243, 72-76. 
? The Patriarch Theophylaktos died after he fell from a horse: THURN, Skylitzes, 244, 85- 
88. 
3 THURN, Skylitzes, 244, 89-1. 
^ THURN, Skylitzes, 245, 27-32. 
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follows: 0 rrarpiápxng NoAveuKTos petà rravróg ToO KAr]pou £CEAQUUV Gywv rrjv xeipa 
TOO Iwavvou Tod Mpodpouou tic rà BaoíAeia. 


Text: Konstantinos VII sent a fleet under the leadership of the patrikios Konstantinos 
Goggylios to Crete against the Arabs. The latter noticed Konstantinos' lack of 
experience and attacked the camp of the Byzantines without warning. The 
Byzantines were either captured, or managed to flee.’ 


Miniature 344, fol. 138v, top (Fig. 334): The miniature is painted below this passage. 
It reveals the defeat of the Byzantines on Crete. To the left, six ships represent the 
Byzantine fleet. The island is rendered in the form of a hill. A group of Arabs, wearing 
turbans, attack the Byzantine soldiers with blue swords. The illustrator depicted the 
Byzantines as seated on the ground to indicate that they were not expecting an Arab 
attack. A few dead Byzantine soldiers lie on the ground to the right, while others flee 
to the ships. Above the miniature, Ayapnvoi rpé£rrouoi ToUG Pwyaious kai odácouci 
is written. 


Text: Romanos Il, the son of Konstantinos VII, and his wife attempted to assassinate 
his father. They mixed his purgative with poison and persuaded his waiter Niketas to 
give it to the emperor. When the emperor was about to take the glass he slipped and 
spilled most of it on the floor. The remaining liquid, which the emperor drank, was not 
enough to kill him.2 


Miniature 345, fol. 138v, bottom (Fig. 335): The miniature is painted between the 
lines of this passage. It illustrates it in two scenes, taking place in two separate 
rooms. In the left scene, the wife of Romanos II, wearing a crown over a kerchief, is 
seated (nN BaciAiG). Two men in tunics, wearing white bonnets and long tunics, stand 
in front of her. The one holding a glass is probably Niketas, while an inscription 
identifies the other man as Romanos (kai ò '"Pupavóc). In the second scene, 
Konstantinos VII (ò BaciAgUq Kwvgravrivoc) lies on a bed and reaches his hand to 
receive the glass offered him by a servant (ó kipvàv TO $áppakov). The emperor is 
shown on his stomach, but the lower part of his body is unnaturally rendered on its 
back. Instead of Romanos Il, the artist showed his wife, who is mentioned in the text 
as a Collaborator, handing the poison to the waiter. 


Text: In September 6468 (959 A.D.), Konstantinos VII went to Olympos (in Bithynia) 
to pray before a campaign against the Saracens, or, as others believed, to intrigue 
with Theodoros of Kyzikos against the Patriarch Polyeuktos. However, he fell ill and 
returned to Constantinople, where he died in November. He was fifty-four years old 
and had ruled thirteen years together with his father, his uncle Alexandros and his 
mother Zoé, twenty-six years with Romanos and fifteen years alone. He was buried 


eee 
1 THURN, Skylitzes, 245, 35 - 246, 50. 
2 THURN, Skylitzes, 246, 53-65. 
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together with his father and until the last moment of his life dreamt of the 
dethronement of the Patriarch Polyeuktos.' 

Miniature 346, fol. 139r, top (Fig. 336): The miniature, painted between the lines of 
this passage, depicts the death of Konstantinos VII. The emperor is shown lying on a 


. bed, set in a long chamber. He is flanked by a group of mourning bishops and 


monks, to the right, and dignitaries, to the left. The caption reads, TeAeuTh 
Kwvotavtivou BactiA£ug.? 

Around the cited passage and the miniature, a dirge was written for Konstantinos 
VII, bearing the title Zupecv rrarpikíou Kai GOIKpATI¢, TOÔ vuvi payiorpou kai 
OTPATIWTIKOU, £i Ko voravrívov Tov [lopóupoyévvnrov BaciA£a.3 


Text: A few days before the death of Konstantinos VII, the following occurred: every 
day, early in the evening, stones fell into the emperor's chambers, and made a loud 
noise. The emperor thought that the stones came from the upper stores of the 
Magnaura palace. He decided to post guard to find out who was responsible , but 
without success. This was because the stones were not being thrown by men, but by 
a supernatural power.^ 


Miniature 347, fol. 139r, bottom (Fig. 337): This miniature, apparently unfinished, is 
painted between the lines of this passage. It shows a room with arches, attached to a 
two-storied edifice. In the upper floor, the emperor is depicted raising his hands in 
astonishment, and looking up. Three frightened men in tunics stand close to each 
other. The caption reads, oi àkpoópevoi Tov KTUTTOV TWV AiBuv. 


ROMANOS II (959-963) 


Text: After the death of Konstantinos VII, Romanos Il succeeded him. At Faster, he 
crowned his son Basileios as co-emperor through the Patriarch Polyeuktos.5 


Miniature 348, fol. 139v (Fig. 338): The miniature, painted below this passage, shows 
the coronation of Basileios Il as co-emperor, in a similar manner to the coronation of 
the co-emperor Romanos II on fol. 133v bottom (Fig. 320) The ceremony takes place 
inside an edifice signifying the church of St. Sophia. Basileios is depicted standing in 
the middle in a smaller scale than the other figures (BagiAgiog ó uióq auroO). He is 
clad in imperial costume with the /oros and holds his hand before his chest. The 
Patriarch Polyeuktos, painted in larger scale, crowns him with his left hand 





! THURN, Skylitzes, 246, 66 - 247, 83. 

? Another caption to this miniature can be found in the upper margin and reads: r£Aeurr| 
Kwvatavtivou BaciMéug viod Aéovroc Tod BaciMug. 

3 SEVCENKO, Poems, 210-214, 216-220; he identified the author of this dirge as Symeon 
Metaphrastes; see also A. Kambylis, Zum Gedicht auf den Tod des Kaisers Konstantin VII. 
Porphyrogennetos im Scylitzes Matritensis, BZ 72 (1979), 297-305. 

4 THURN, Skylitzes, 247, 84-90. 

° THURN, Skylitzes, 248, 92-2. 
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(rrarpiápxng l'loAUgukroc). A group of bishops stands behind him. Romanos || Stands 
next to his son, also clad in imperial costume with the /oros, and raises his hand 
(Pwpavòç ó BaociAeUc). A group of dignitaries is shown behind him. 


Text: The Byzantines waged a campaign against the Arabs of Crete under the 
leadership of the domestikos ton scholon Nikephoros Phokas. When they arrived 
there, they repelled the Agarens and disembarked safely. They pitched a camp, 
secured the fleet and began to besiege the cities of Crete. Within seven months, 
Nikephoros managed to conquer all of the cities and fortresses of Crete (960 A.D.).1 


Miniature 349, fol. 140r (Fig. 339): The miniature is painted below this passage. The 
island of Crete is shown as a hill in the sea, similar to the miniature on fol. 138v top 
(Fig. 334). A fortress is depicted to the right, while to the left we see the camp of the 
Byzantines. Three tents are painted in the foreground, with numerous soldiers 
arranged behind it holding shields. Five ships to the left symbolise the Byzantine 
fleet. Pupotoi kai Pwkâç ó Niknbópog is written above the miniature. 


Text: While Nikephoros was occupied with his campaign in Crete, the Emperor 
Romanos II sent his brother, Leon Phokas, to attack the Emir Chambdan. In a battle, 
which took place near Adrassos, the Arabs were defeated. Countless Arabs were 
either killed or captured; only Chambdan escaped with a few men.2 


Miniature 350, fol. 140v, top (Fig. 340): The miniature, painted between the lines of 
this passage, shows the defeat of the Arabs by the Byzantines. The cavalry of Leon 
Phokas (Aéuv ò Oukàg àdpavicudo Trapadous roUc Ayapnvous) is depicted to the left 
pursuing with lances a group of Arab riders, who hold lances and round shields and 
wear their characteristic turbans (ò XaBdav kai oi uer autwv). Arab soldiers lie dead 
in the foreground. 


Text: In the second year of the reign of Romanos Il, an assault against the emperor 
was planned by Basileios Peteinos and other conspirators. They intended to do away 
with him during a horse race in the Hippodrome and proclaim Peteinos emperor. 
loannikios, one of the conspirators, told the emperor of the plot.? 


Miniature 351, fol. 140v, bottom (Fig. 341): The miniature, painted below this 
passage, shows loannikios revealing the conspiracy to Romanos II. Romanos II is 
seated inside an edifice ('Pupavóg 6 DaciAeUc). A man in a green tunic stands in 
front of him with veiled hands and bends towards him (Ò UnvUwv TOUS ETTIBOUAOUG TH 
Bagide). A group of men in tunics, wearing skaranika, stands to the left. Only the 
preliminary drawing of the lower part of the column behind loannikios is visible. 


-——————————— — 
1 THURN, Skylitzes, 249, 24-39. 
2 THURN, Skylitzes, 250, 47-58. 
? THURN, Skylitzes, 250, 62 - 251, 71. 
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Text: A man called Philoraios, who was hypaspistes of the magistros Romanos 


Mosele, arrived during these years. He could stand on a horse and juggle with a 
sword at the same time as he rode it.’ 


Miniature 352, fol. 141r (Fig. 342): The miniature is painted below this passage and 
shows Philoraios' performance in the Hippodrome. Stood upon a horse, he holds the 
tip of a sword in one hand and the bridles of his horse in the other (ò MiAwpaiog 
Tp£Xt)V TOV ITTTTOV ETA TOU Eidouc). He is flanked by spectators sitting in the rows of 
the Hippodrome, the notables to the right and the common people to the left. 
Together with the empress (rj BaciAic), Romanos |! (ò Bagiàeùç Pupavóc) sits in the 
kathisma. Three of the men depicted in the lower row wear red headgear. The 
imperial couple is not mentioned in the text, but their presence in the hippodrome 
was considered self evident by the artist. 


Text: Under the reign of Romanos |, a plague afflicted the oxen, while he was 
building a summer palace near the cistern of Bonos. While digging the fundaments, 
the workers found a marble head of an ox, which they smashed and threw into a 
furnace; from then on, the plague killed all the oxen in the country. 


Miniature 353, fol. 141v, top (Fig. 343): The miniature is painted below this passage. 
Four workers are shown digging with axes. In front of them, the head of an ox 
appears (ù KedaAn Tod Bods rj papuápivoc). To the right, several masons are shown 
in building activities. Two of them hold trowels and lay bricks (oi kríarai). Five more 
workers carry bricks and hand them over to the bricklayers. All of them wear short 
tunics. 


Text: Under the influence of the empress, Romanos |! attempted to confine his 
mother Helene and his sisters to the palace of Antiochos. When Helene heard of it, 
she grieved and cursed him.3 


Miniature 354, fol. 141v, middle (Fig. 344): The miniature is painted below this 
passage. Romanos II is portrayed standing to the left inside an arched chamber 
(Pwyavoc). He holds a sceptre and is accompanied by dignitaries, wearing red 
headgear. Helene is seated to the right in a mourning gesture (rj urjryp aüro0). Her 
daughters stand in front of her; their faces and postures also denote grief. 


Text: The mother of the emperor, Helene, was finally allowed to remain in the palace, 
but her daughters were forced to become nuns. They were tonsured by loannes, the 
abbot of the Stoudios Monastery. Helene died shortly after and was buried together 
with her father.4 


Miniature 355, fol. 141v, bottom (Fig. 345): The miniature, painted below this 
passage, represents the death of Helene. She is depicted lying on a bed inside an 
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arched chamber. A group of bishops and her three daughters Surround her. 
Romanos Il is seated to the left, in a gesture of mourning (‘Pwyavec 6 BaotAeuc). 
Two dignitaries wearing red headgear are seated behind him. The Caption above the 
miniature reads: TteAeuTh EAévng Ths unrpóc ‘Pwyavod Tod BaoiAéwc. 


Text: After he had defeated the Emir Chambdan in Syria, Nikephoros Phokas, 
conquered the city of Berroia, which had two citadels; he took lots of booty and 
captives and released the Christians, who were kept there as prisoners. 


Miniature 356, fol. 142r, top (Fig. 346): The miniature, painted between the lines of 
this passage, shows the conquest of Berroia. The city has the form of two joint round 
fortresses, signifying the two citadels of Berroia (rj rróNq Beppoia). A group of 
Byzantine riders attacks the city with raised swords. Two Byzantine soldiers climb a 
ladder, while five of them are shown on the ramparts; they raise their swords to 
attack the Arabs, who are depicted in the second fortress. The caption to the 
miniature reads, Niknddpog ó «duküg rpéruv TOV Xapóàv kai AaufBávov rv 
Béppoiav rróAiv. The first part of the caption, mentioning how Nikephoros defeated 
Chambdan, is based on the text of Skylitzes and not the miniature. 


Text: On 15 March 6471 (963 A.D.), the emperor Romanos I! died at the age of 24. 
He ruled for thirteen years, four months and five days. He indulged in overtly physical 
activities, as some believe, while others say that he was poisoned.? 


Miniature 357, fol. 142r, bottom (Fig. 347): The miniature is painted between the lines 
of this passage. It depicts the death of Romanos II, according to the iconographical 
Schema often used by the western artists of the manuscript. Romanos II is lying on a 
bed inside an architectonic complex. He is flanked by bishops and dignitaries, 
wearing skaranika and red headgear. reAeurr| ‘Pwyavot BagiAéws is written above 
the emperor; two additional words are erased, but one can still read them: uioù 
Kwvotavtivou. A caption, almost identical to this inscription, is written to the left of the 
scene; it reads, r£Aeurr] '"Pupavoü BagiAgwe viod Kwvotavtivou paciA£ugq. 


BASILEIOS AND KONSTANTINOS (963) 


Text: Romanos ll was succeeded by his sons Basileios and Konstantinos and their 


mother Theophano. Two days before the death of Romanos Il, Theophano gave birth 
to Anna.3 


Miniature 358, fol. 142v, top (Fig. 348): The miniature, painted below this passage, 
uses conventional methods to illustrate the accession of Theophano and her sons to 
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the throne. Basileios (BaoíAeioc) and Konstantinos (Kwvotavtivoc) are seated inside 
an architectonic complex. They address Theophano (Oczodoavo), who is not clad in 


imperial garments, but in plain maphorion. A group of men in tunics, wearing white 
skaranika, stands to the left. 


Text: Nikephoros Phokas held a triumph in the Hippodrome of Constantinople after 
his victories in Crete and Berroia. The booty included a relic of the garment of St. 
John the Baptist, which he found in Berroia.' 


Miniature 359, fol. 142v, bottom (Fig. 349): This partly damaged miniature is painted 
below this passage. It depicts Nikephoros Phokas' triumph in the Hippodrome of 
Constantinople. The scene takes place in an architectonic setting with an arcade to 
suggest the Hippodrome. Nikephoros Phokas stands in the middle, wearing a 
checked garment and a red, hairy headdress (Niknpópog ó Cuxkác). He holds a 
reliquary (ipáriov To Barrrigroü Iwavvou), while more chests and other booty are 
depicted below it. To the right, a group of spectators, wearing red and white 
headgear, is sitting on the stairs of the hippodrome; the first of them are shown in a 
level lower than Nikephoros. The upper right corner shows a few badly preserved 
personages. One of them is identified by an inscription as rj Ot£odQavo rj BaciAic. 


Text: The parakoimomenos loseph Bringas was suspicious of Nikephoros Phokas. 
The latter visited him and showed him a hairy dress under his tunic; under oath, he 
explained to him that if he did not protect the emperor's sons, he would become 
monk. When Bringas saw it, he asked for forgiveness and promised not to believe 
any further information to the contrary.? 

Miniature 360, fol. 143r, top (Fig. 350): This miniature, painted below this passage, is 
the first one completed by the third western artist of this manuscript, painter B3.? 
loseph Bringas is shown seated to the left, in front of an edifice. He addresses 
Nikephoros Phokas, who lifts his mantel and reveals a hairy, light brown tunic. A man 
in short tunic with veiled hands stands to the right. All of the figures have large, 
almond-shaped eyes, one of the characteristics of this painter. The miniatures of this 
quire are not accompanied by inscriptions. 


Text: The son of Romanos I, Stephanos, died after he received communion on Holy 
Saturday. Theophano was suspected of having caused his death.4 


Miniature 361, fol. 143r, bottom (Fig. 351): The miniature, painted below this 
passage, represents the death of Stephanos. He is lying on a bed, set up in an 
arched room. Three bishops and a group of dignitaries wearing pink headgear flank 
the bed. 
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Text: The parakoimomenos loseph Bringas, who had been deceived by Nikephoros 
Phokas, regretted that he had let him go. He therefore wrote to the generals loannes 
Tzimiskes and Romanos Kourkouas and asked for their help against Nikephoros 
Phokas, promising them honours and gifts.1 


Miniature 362, fol. 143v (Fig. 352): The miniature is painted below this passage. 
loseph Bringas stands in front of an edifice, inspired by Arabic representations. He 
wears a light blue shirt and pink, wide trousers, a costume which is not found 
elsewhere in this manuscript. loseph hands a letter to an envoy wearing a short tunic. 
The right half of the space reserved for the miniature is left blank. 


Text: When Tzimiskes and Kourkouas received the letters sent by loseph Bringas, 
they immediately showed them to Nikephoros Phokas and encouraged him to take 
over. Nikephoros hesitated, but they threatened him with death. Thereupon, he 
accepted their proposal and was proclaimed emperor by the army (963 A.D.).2 


Miniature 363, fol. 144r, top (Fig. 353): The miniature, consisting of two scenes, is 
painted between the lines of this passage. It is the first of a series of six miniatures, 
completed by the fourth western artist of the manuscript, painter B4.3 In the left 
scene, loannes Tzimiskes reads the letter which he holds in both hands; Kourkouas 
stands behind him and emphasises the importance of the letter with a gesture. 
Nikephoros Phokas stands opposite them and makes a gesture of astonishment. All 
of them are clad in tunics and mantles. The same personages are depicted in the 
right scene while conversing enthusiastically. Tzimiskes and Kourkouas stand to the 
left and grasp their swords, visualising their threat mentioned in the text. Nikephoros 
Phokas raises his hands to express his hesitation. 


Text: When loseph Bringas heard of the proclamation of Nikephoros Phokas, and 
with the people in the city becoming ever more agitated, he became anxious and did 
not know what to do. In the meantime, Nikephoros Phokas had reached Chrysopolis 
with his army, where he was welcomed by its citizens. Before the proclamation of 
Nikephoros Phokas, his father Bardas, sought asylum in the church of St. Sophia.4 


Miniature 364, fol. 144r, bottom (Fig. 354): The miniature is painted below this 
passage. Bardas Phokas is portrayed in a short tunic and mantle while running 
towards a church; his horse follows. The church is represented to the right in a 
fanciful manner with vivid, contrasting colours; a belfry rises to the left. 


Text: loseph Bringas was unfit to coax the crowds in hard times. Instead of calming 
them with smooth speech, he tended to aggravate them. While they were hasting to 
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the Great church, he threatened to plug their impudence and audacity by 
discontinuing the supply of wheat. 


Miniature 365, fol. 144v, top (Fig. 355): The miniature is painted between the lines of 
this passage. loseph Bringas is depicted standing isolated to the left, clad in a tunic 
and mantle and a red headdress. He stretches his right hand out in a gesture of 
threat, while he holds his mantle with the left. A group of men, dressed as dignitaries 
and wearing skaranika, is arrayed in superimposed rows to the right. They stand 
calmly, but their expression is indicative of their objection. 


Text The parakoimomenos Basileios, who hated loseph Bringas, ordered the 
destruction of the houses of Nikephoros Phokas' opponents, among these the house 
of loseph Bringas.? 


Miniature 366, fol. 144v, bottom (Fig. 356): The miniature, consisting of two scenes, 
is painted below this passage. In the left scene, Basileios is seated in front of an 
edifice and stretching his hand out in a gesture of order. A group of five men in short 
tunics stands opposite him. Three of them face Basileios, while the others, holding 
axes, advance towards the right scene, depicting the demolition of two houses. A 
man stands on a ladder and strikes the first building with an axe. At the top of each 
house, a man destroys the roof with an axe. 


Text: The men of the parakoimomenos Basileios sailed to Chrysopolis with the royal 
ship and the entire fleet, in order to welcome Nikephoros Phokas.3 


Miniature 367, fol. 145r, top (Fig. 357): The miniature is painted below this passage. 
Three ships, implying the imperial fleet, sail on a wavy sea. To the right, a fortress is 
depicted, signifying the city of Chrysopolis. 


Text: Nikephoros Phokas was escorted from Chrysopolis to the Hebdomon palace, 
from where all the city-population bore him in procession through the Golden Gate, 
into the Capital, with cheering and applause, with trumpets and cymbals.4 


Miniature 368, fol. 145r, bottom (Fig. 358). The miniature, painted below this 
passage, shows Nikephoros Phokas' entry into Constantinople. He is depicted on 
horseback. He wears a blue tunic, red mantle and a red, hairy headdress. Two riders 
wearing red helmets with a crest follow him. A group of musicians welcomes 
Nikephoros. Three of them blow trumpets, one beats a drum and another plays a 
psaltery. A group of men stands in the background. To the right, a fanciful structure is 
depicted with an arcade on top; the capitals have the form of a lion's head. The 
building cannot represent the Golden Gate, which was adorned with an elephant 
quadriga at the top.5 
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Text: The triumphal procession reached the church of St. Sophia, where the 
Patriarch Polyeuktos crowned Nikephoros Phokas (963 A.D.).' 


Miniature 369, fol. 145v, top (Fig. 359): The miniature is painted below this passage 
and shows the coronation of Nikephoros Phokas in a church. It was completed by the 
painter B3 as are the rest of the miniatures of this and the next quire, fols. 145v- 
156v.? Nikephoros Phokas is portrayed standing frontally with covered, crossed 
hands. He is clad in imperial costume with the /oros. The patriarch, painted taller, 
places a crown upon his head. A bishop and a deacon holding a censer stand behind 
him. Several dignitaries wearing white skaranika are depicted to the left; one of them 
holds a candle. Another dignitary is represented wearing a red headgear. 


NIKEPHOROS II PHOKAS (963-969) 


Text: Nikephoros Phokas banished loseph Bringas to Paphlagonia. From there, he 
was transported to the Asekretis Monastery, where he died two years later.? 


Miniature 370, fol. 145v, middle (Fig. 360). The miniature, painted below this 
passage, shows loseph Bringas' death. He is depicted lying on a bed inside a 
church. A group of mourning monks surrounds him. Two lighted candles on stands 
are visible at the head end of the bed. To the right, an altar is painted, with oil lamps 
hanging above. 


Text: The son of Nikephoros Phokas, Bardas, was accidentally killed with a spear by 
his nephew Pleuses while he was riding.4 


Miniature 371, fol. 145v, bottom (Fig. 361): The miniature is painted below this 
passage. Pleuses is depicted to the left on horseback, clad in a tunic and a fluttering 
mantle; he pierces Bardas with his lance. Wounded, the latter leans on the neck of 
his horse, while his lance has fallen to the ground. 


Text: When the marriage between the Emperor Nikephoros Phokas and Theophano 
took place in the Nea Church (963 A.D.),° the emperor wanted to enter the sanctuary. 
The Patriarch Polyeuktos, however, pushed him aside and told him that he would be 
refused entry to the sanctuary until he had done penance for his second marriage.9 


Miniature 372, fol. 146r (Fig. 362): The miniature is painted below this passage. The 
Patriarch Polyeuktos is in a church. He pushes Nikephoros Phokas aside, and 
prevents him from entering the sanctuary. An altar with two candles is depicted 
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behind him, while an oil lamp hangs from the vault. A group of dignitaries wearing 
skaranika stands behind the emperor. 


Text: In the first year of his reign, Nikephoros Phokas sent the patrikios Manuel 
against the Saracens in Sicily with a considerable fleet and army because he 
considered it an infamy to pay them a levy.’ 


Miniature 373, fol. 146v (Fig. 363): The miniature is painted between the lines of this 
passage. It shows four ships at sea, representing the fleet sent against the Saracens. 
The ships, with oarsmen and helmsmen seated in each, are arranged in two 
superimposed rows. 


Text: Skylitzes goes back to the reign of Basileios |, to explain why the Byzantines 
were paying the Saracens a levy. The Saracens conquered Sicily, continued to Italy, 
and from there attacked other islands and even Peloponnesus. Basileios | sent 
Nikephoros, the grandfather of Nikephoros Phokas, to attack them. He landed in 
Italy, defeated them and confined them to Sicily. The Italians built a church to honour 
him, because he had liberated them and for the following reason: the Byzantines had 
captured several Italians and wanted to take them home as slaves; however, as soon 
as Nikephoros arrived in Brindisi, he personally saw to it that only his soldiers were 
allowed to embark; he left the Italians behind to live in peace in their own country.? 


Miniature 374, fol. 147r, top (Fig. 364): The miniature is painted below this passage. 
Three ships are shown in the harbour, with a few oarsmen sitting in each. Two men 
step on a ladder to board one of the ships. Nikephoros Phokas is represented to the 
left, clad in a tunic and wearing a red headdress. In his left hand, he holds a lance 
and with the other leads the first man of a group, painted in smaller scale, to the 
ships. 


Text: Under the reign of Konstantinos VII and his mother, the Saracens raided Italy 
again. The Byzantines, realising that they could not fight on several fronts at the 
same time (the Bulgarians had also contravened the peace treaty), found an 
agreement with the Saracens: they would pay them an annual levy in gold. After this 
agreement, the patrikios loannes Mouzalon was appointed general of Calabria. He 
was, however, killed by the Italians, because he harmed them. Thereupon, the 
Italians joined Dandulf's side, the king of Longobardia. At the time, Romanos | was 
the emperor of Byzantium.3 


Miniature 375, fol. 147r, bottom (Fig. 365): The miniature, consisting of two scenes, is 
painted below this passage. The left scene depicts the assassination of loannes 
Mouzalon. He wears a short tunic and a red headgear; a man standing behind him 
strikes him in the neck with a lance . Another man follows raising an axe. A third man 
is about to hit Mouzalon with a mace. The right scene shows the Italians, clad in 
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short tunics, before Dandulf. He is seated in front of an edifice and raises his hand in 
a speaking gesture. Dandulf, similar to the miniature on fol. 147v bottom, is not Clad 
in royal costume (Fig. 367). 


Text: Romanos | wanted to reclaim the lost territory in Italy. He therefore sent the 
patrikios Kosmas, who was acquainted with Dandulf.' 


Miniature 376, fol. 147v, top (Fig. 366): In two scenes, the miniature, painted below 
this passage, shows how Kosmas was dispatched to Italy. Romanos | is depicted 
enthroned to the left inside an architectonic complex. He is crowned and holds a 
sceptre ending in a trefoil. He addresses Kosmas, standing in front of him with veiled 
hands. Kosmas wears a tunic and mantle, and a hairy, red headdress. In the next 
scene, Kosmas is shown stepping on a ladder to board a ship, in which three 
oarsmen sit. A crew member helps him ascend the ship. 


Text: Kosmas arrived in Italy and visited Dandulf. He persuaded him to sign a peace 
treaty with the Byzantine emperor. Peace ruled, thus, again in Italy and 
Longobardia.2 


Miniature 377, fol. 147v, bottom (Fig. 367): The miniature is painted between the 
lines of this passage. It represents the arrival of Kosmas in Italy and his conference 
with Dandulf. Kosmas, holding a staff, disembarks from one of the two ships shown 
to the left. To the right, he negotiates with Dandulf, who sits in front of a building. 


Text: Symeon, the ruler of the Bulgarians, planned a Campaign against the 
Byzantines and asked Fatloun, the Emir of Africa, to send a fleet against 
Constantinople. He promised to join him with an army, so that they could attack 
Constantinople by sea and land: after the conquest of the City, he would return to his 
country and leave Constantinople in the hands of the Arabs.? 


Miniature 378, fol. 148r, top (Fig. 368): The miniature is painted between the lines of 
this passage. It illustrates the embassy of Symeon to Fatloun in two scenes. Symeon 
is enthroned to the left, in front of an architectonic complex. He is clad in a tunic and 
mantle and wears a hairy, red headdress. He addresses a man in a short tunic, 
standing with veiled hands in front of him. In the next scene, the Symeon's envoy 
appears before Fatloun. The emir is depicted seated with crossed legs on the ground 
and wearing a turban. An architectonic setting is painted behind him. 


Text: On their return from Africa, the Bulgarians, accompanied by a few prominent 


Saracens, were captured by the Calabrese: they were sent to Constantinople, to the 
Emperor Romanos 1.4 
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Miniature 379, fol. 148r, bottom (Fig. 369): The miniature, consisting of two scenes, is 
painted below this passage. The left scene represents the capture of the Bulgarians 
and Saracens. A group of Calabrese soldiers, holding lances and oval shields, 
stands to the left; they wear conical helmets of various colours. A group of Arabs with 
turbans and Bulgarians is depicted in front of them. A man kneels in the foreground 
and binds the hands of a captive behind his back. In the right scene, the captives are 
brought before Romanos I. He is shown enthroned inside an architectonic complex, 
holding a sceptre. A soldier, bearing a sword in his belt, pulls a group of captives with 
a rope. Three soldiers with lances follow. 


Text: When the emperor saw the captives and heard of the pact between the 
Bulgarians and the Arabs, he decided to show benevolence to the Arabs, to prevent 
attacks from their side. He imprisoned the Bulgarians, but gave gifts to the Saracens 
and sent them home; they were to tell their ruler that this was how a Byzantine 
emperor treats his (captured) enemies. 


Miniature 380, fol. 148v, top (Fig. 370): The miniature is painted below this passage. 
Romanos l is depicted enthroned inside an edifice. He points at three chests in gold, 
which contain the gifts to be sent to the emir. Two men wearing red headgear and a 
group of Arabs with turbans are depicted in front of the emperor. To the right, a man 
in a short tunic pushes two Bulgarian prisoners into a building, signifying the prison. 


Text: Emperor Romanos | asked the Saracens to excuse his delay in payment of the 
levy. When the Saracens returned back with the emperor's gifts and reported to 
Fatloun what had happened, he decided to relieve the Byzantines of half of the levy 
sum.? 


Miniature 381, fol. 148v, bottom (Fig. 371): The miniature is painted below this 
passage. Fatloun is shown sitting comfortably with crossed legs on a low seat with a 
cushion. He wears wide garments and a vaguely distinguishable turban. An 
architectonic complex surrounds him. A group of Arabs, also wearing wide tunics and 
turbans, addresses him. They represent the captives who were let free by Romanos 
l. Three chests, signifying the Byzantine emperors gifts, are depicted in front of 
them. 


Text Like his father, Emperor Konstantinos VII placed no great importance on 
maintaining friendly relations with the Saracens or on renewing the peace treaty; 
instead he preferred to declare war on them. He gathered a considerable army under 
the leadership of the patrikios Malakenos and ordered it to join the general of 
Calabria Paschalios. He appointed Makroioannes admiral of the fleet.? 


Miniature 382, fol. 149r (Fig. 372): The miniature, a part of which is erased, is painted 
between the lines of this passage. Konstantinos VII is shown enthroned in front of an 
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architectonic complex. He appoints the patrikios Malakenos as leader of the army, 
which is represented by a group of soldiers, holding lances and oval shields. 


Text: The Emir Aboulchare (in the meantime, Fatloun had died) egged his soldiers 
on, and achieved a great victory over the Byzantines. The Byzantine generals were 
nearly captured.’ 


Miniature 383, fol. 149v, top (Fig. 373): The miniature, painted below this passage, 
shows the victory of the Saracens over the Byzantines. A group of Arab riders, 
wearing turbans and holding lances and round shields, pursues a group of Byzantine 
riders, distinguished by their conical helmets and oval shields. Riders trample over a 
few dead Byzantine soldiers. 


Text: Konstantinos VII sent the asekretis loannes Pilatos to the Emir Fatloun to 
negotiate a peace treaty.? 


Miniature 384, fol. 149v, middle (Fig. 374): The miniature is painted below these 
lines. In two scenes, it illustrates the embassy Konstantinos VII sent to Fatloun. The 
emperor is shown on the left enthroned inside a building. He addresses loannes 
Pilatos, who stands in front of him with veiled hands; he wears a dark tunic, red 
mantle and a red, hairy headdress. In the second scene, loannes Pilatos arrives 
before Fatloun. The latter is shown seated on the ground with crossed legs, flanked 
by two additional Arabs in the background. An edifice is depicted next to them. 


Text: At first, the Arabs signed a peace treaty with the Byzantines, but then they 
attacked Calabria. The emperor sent foot soldiers and a fleet against them. He 
appointed Karveas and Moroleon as admirals, and the patrikios Marianos Argyros as 
leader of the foot soldiers.? 


Miniature 385, fol. 149v, bottom (Fig. 375): This partially damaged miniature is 
painted between the lines of this passage. Konstantinos VII is shown seated inside 
an edifice. He addresses three men wearing tunics and mantles and hairy, red 
headgear; they represent Karveas, Moroleon and Marianos Argyros. The right side 
shows the Byzantine forces sent to Calabria. A group of soldiers, holding lances and 
oval shields and wearing conical helmets, denotes the foot soldiers, while three ships 
represent the Byzantine fleet. 


Text: As soon as he was declared emperor, Nikephoros Phokas, also sent an army 


under the leadership of the general Manuel against the Saracens to Sicily (964 
A.D.).^ 


Miniature 386, fol. 150r, top (Fig. 376): The miniature is painted below this passage. 
In two scenes, it shows how Manuel was dispatched to fight the Saracens. 
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Nikephoros Il is depicted enthroned in front of an architectonic complex. He 
addresses Manuel, standing with veiled hands in front of him. He is clad in tunic and 
mantle and wears a hairy, red headdress. The Byzantine cavalry is depicted to the 
right. A horseman holding a lance is emphasised in frontal view and in the middle of 
two groups of riders. He may represent the general Manuel, but this time in different 
garments. 


Text: In Sicily, the Saracens surrounded the young and inexperienced Manuel and 
his troops in a rough place. The entire Byzantine army was eliminated.1 


Miniature 387, fol. 150r, bottom (Fig. 377): The miniature, painted below this 
passage, shows the Arabs’ victory over the Byzantines. A group of Byzantine foot 
soldiers is depicted with raised swords behind a rocky hill. The Arabs, wearing short 
tunics and turbans, and holding swords, lances and round shields, attack them from 
both sides. 


Text: Nikephoros Phokas later sent the magistros and domestikos ton scholon 
loannes Tzimiskes to fight the Arabs in Cilicia. The Arabs were defeated by the 
Byzantines near the city of Adana. 


Miniature 388, fol. 150v, top (Fig. 378): This partially damaged miniature, painted 
below this passage, represents the defeat of the Arabs by the Byzantines. A group of 
Byzantine soldiers attacks a group of Arabs with swords. Most of the latter lie dead 
on the ground. An architectonic structure, signifying Adana, appears to the right. 


Text: About five thousand Saracens escaped from the battle near Adana. On foot, 
they fled towards a hill, after they had dismounted near it. loannes Tzimiskes 
pursued them and as soon as they were near the hill ordered his men to dismount 
and scale it; on the hill, they slaughtered the Saracens . Since then, the hill’s name is 
Mount of blood.’ 


Miniature 389, fol. 150v, bottom (Fig. 379): This badly preserved miniature is painted 
between the lines of this passage. In the middle, a group of Byzantine soldiers 
attacks the Arabs, of whom only a few can be discerned behind a hill, with swords. 
The artist painted two horses to the left to denote that the soldiers dismounted before 
ascending the hill. 


Text: In the second year of his reign, Nikephoros Phokas went on an expedition 
against Cilicia with the Spaniards and the Armenians. He took his wife Theophano 
and his children with him. During the campaign, the empress remained in the fortress 
Drizion, situated outside Cilicia, while the emperor advanced against the enemy.* 


1 THURN, Skylitzes, 267, 65-73. 
2 THURN, Skylitzes 267, 74 - 268, 79. 
3 THURN, Skylitzes, 268, 79-88. 
4 THURN, Skylitzes 268, 90-94. 
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Miniature 390, fol. 151r, top (Fig. 380): The miniature is painted below this Passage. 
Theophano is portrayed enthroned inside a complex building, which is supposed to 
represent the fortress Drizion. Three small figures, wearing white headgear and with 
their hands veiled, stand under the second arch of the building. Nikephoros Phokas 
is outside the building, facing outwards, to denote that he has departed for the 
campaign. He is clad in imperial costume with the /oros and holds a sceptre ending in 
a trefoil.’ 


Text: In spring, Nikephoros Phokas again waged a campaign against Cilicia. The 
Byzantine army was divided into two sections. The emperor's brother, Leon Phokas, 
besieged Tarsos, while Nikephoros Phokas himself besieged Mompsouestia.2 


Miniature 391, fol. 151r, bottom (Fig. 381): The miniature, painted below this 
passage, represents the siege of Mompsouestia. The imperial camp is depicted to 
the left. There are three tents of different size and colour, and a group of foot soldiers 
holding lances. In the middle, there is a siege-engine, possibly a trebuchet throwing 
stones (odevdoBoAov).3 A group of soldiers pulls the ropes, while two archers attack 
Mompsouestia with arrows. The city has the form of a fortress with two towers. An 
archer and soldiers with lances and oval shields stand on the ramparts. 

The passage cited does not mention the use of siege engines during the siege of 
Mompsouestia. Leon Diakonos narrates this siege in detail and mentions that the 
siege engines were proved particularly useful to the emperor in the course of battle. 
Since engines are rarely shown in any of the several siege scenes in the manuscript, 
one may assume that the miniature is based on the relevant passage on Leon 
Diakonos. It is worthy of mentioning that an identical type of siege engine can be 
seen on fol. 109r in the illustrated poem of Petrus de Ebulo in Bern, a Latin codex 
written between 1195-1197 A.D. in South Italy.5 


Text: The Byzantines conquered a part of the city of Mompsouestia. The city was 
divided by a river, which gave the impression of two cities. After the one part was 
conquered, the Saracens fled to the other bank. The Byzantines stepped up the 
siege and also conquered the other half of the city, without giving the Saracens any 
chance of escape. 


Miniature 392, fol. 151v, top (Fig. 382): The miniature, painted between the lines of 


this passage, represents the conquest of Mompsouestia. Two tents on the left 
represent the imperial camp. A group of riders holding lances is shown in front of it, 





1 The miniatures of this quire (no. 20, fols. 151r-156v), alike those of the previous one (fols. 
143r-150v), are not accompanied by inscriptions. 

? THURN, Skylitzes, 268, 5 - 269, 8. 

* MCGEER, Dragon's Teeth, 161; see also his index on p. 389. 

^ LEON DIAKONOS, 52, 10 - 53, 17. 

5 For this manuscript see GEORGEN, Peter von Eboli, and KOLZER-STAHLI, Petrus de 
Ebulo. 

6 THURN, Skylitzes, 269, 8-14. 
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while a group of foot soldiers, holding lances and (bal shields, stands in the 
background. Three soldiers climb a ladder leading to the ramparts of Mompsouestia, 
depicted to the right. An Arab blows in a horn, while others are attacked by the 
Byzantines with swords, and fall from the walls. 


Text: The emperor's brother, Leon Phokas, besieged Tarsos. The citizens of Tarsos 
heard of the conquest of Mompsouestia and sent envoys to Leon Phokas; in 
exchange for their people's safety, they offered to surrender the city to him.1 


Miniature 393, fol. 151v, bottom (Fig. 383): The miniature is painted below this 
passage. To the left, an emperor is shown enthroned. He is clad in imperial costume 
with the /oros. A group of soldiers holding lances, led by a man in a tunic and mantle, 
stands behind him. Three Arabs kneel before the emperor and stretch their hands out 
in a gesture of appeal. Tarsos is depicted to the right as a round fortress. On the 
ramparts, two Arabs look in the direction of their envoys, as if awaiting the outcome 
of their plea. 

According to the cited passage, the envoys of Tarsos appeared before Leon 
Phokas. However, the miniature shows the envoys before an emperor. His portrait 
resembles that of Nikephoros Phokas, as seen on fols. 151r top and 154r (Figs. 380, 
387). The relevant passage in Leon Diakonos mentions that the Emperor Nikephoros 
Phokas received the envoys of Tarsos, and not Leon Phokas.? One may, therefore, 
assume that this miniature was copied from an illustrated chronicle of Leon 
Diakonos.? 


Text After his victory in Cilicia, the Emperor Nikephoros Phokas returned 
triumphantly to Constantinople. He brought the gates of Tarsos and Mompsouestia 
with him. He gilded them and installed one of them on the acropolis and the other 
one in the walls of the Golden Gate. He also offered the church of St. Sophia holy 
crosses he had brought with him from Tarsos.4 


Miniature 394, fol. 152r (Fig. 384): The miniature is painted below this passage. The 
church of St. Sophia is represented with a cupola in the middle and a big cross on 
top of the apse. Nikephoros Phokas is depicted in front of the altar, holding a 
gemmed cross. Three men in long tunics and white skaran/ka stand behind him. 


Text The general Michael Bourtzes, helped by one of the Saracens, climbed the 
walls with three hundred soldiers, and conquered two of the western towers of 
Antiochia, one of which was named Kalla.5 


! THURN, Skylitzes, 269, 20-23. 

? LEON DIAKONOS, 60, 16-21. 

$ It is unlikely that the illustrator purposely rendered Leon Phokas as an emperor. Only 
emperors, co-emperors, usurpers, regents and crowned members of the imperial family are 
depicted in imperial costume in this manuscript. 

4 THURN, Skylitzes, 270, 34-44. 

? THURN, Skylitzes 272, 91-8. 
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Miniature 395, fol. 153r (Fig. 385): The miniature is painted between the lines of this 
passage. A tent is shown to the left, with a group of Byzantine soldiers, holding 
lances and oval shields standing in front. To the right, Antiochia is represented as a 
round fortress. A soldier climbs a ladder up onto the ramparts, and decapitates three 
men with his sword. 


Text: After three days, Antiochia surrendered, and Michael Bourtzes approached the 
gate and broke its lock with his sword. His troops, together with those of the prefect 
of Cilicia Petros, entered the city (969 A.D.).1 


Miniature 396, fol. 153v (Fig. 386): The miniature is painted below this passage. 
Antiochia is depicted as a round fortress, resembling that of the preceding miniature. 
A soldier raises an axe in order to destroy the gate. A man in a tunic and mantle, 
signifying Michael Bourtzes, is depicted next to him. A group of soldiers, holding 
lances and oval shields, stands behind him. 

The illustrator depicted a soldier with an axe who is about to destroy the gate, 
while the cited passage states that Bourtzes himself broke open the gate lock with a 
sword. 


Text: One of the reasons why everyone hated Emperor Nikephoros Phokas was 
because of the reduction of funds for the senate and the church in favour of the army. 
He also issued a law, according to which no bishop should be elected or consecrated 
without the approval of the emperor. He planned a law entitling only those who died 
in battle to be honoured as martyrs, and urged the patriarch and the bishops to 
support it. The clerics strongly opposed him and made him desist from his plans by 
producing a relevant canon by St. Basil the Great.2 


Miniature 397, fol. 154r (Fig. 387): The miniature is painted below this passage. It 
shows the argument between the emperor and the clerics, taking place inside an 
arcaded chamber. Nikephoros Phokas is represented enthroned under the left arch. 
He is clad in imperial costume with the /oros and makes a speaking gesture. A 
bishop sits next to him. Under the third arch, there is a man in a dark tunic, holding a 
book and showing it to the emperor. Two additional bishops are depicted sitting 
behind him. 


Text: The citizens were most angry with Nikephoros Phokas because of the erection 
of a wall around the palaces, which necessitated the demolition of several large and 
beautiful buildings. Ironically enough, the emperor died on the exact day the walls 
were ready and the keys were given to him.3 


Miniature 398, fol. 154v, top (Fig. 388): The miniature is painted below this passage. 
Nikephoros Phokas is depicted enthroned inside an architectonic complex. He is clad 
in imperial costume with the /oros and stretches his hand out to receive a bunch of 





1 THURN, Skylitzes, 273, 25-31. 
2 THURN, Skylitzes, 274, 46 - 275, 70. 
3 THURN, Skylitzes, 275, 77-87. 
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keys, offered him by a man in tunic. Three dignitaries wearing skaranika stand to the 
right. 


Text: Another cause of the hatred against Nikephoros Phokas was a fight, which took 
place on Easter day in the city between the Byzantine sailors and the Armenians. As 
a result, many people died. The emperor held the citizens responsible for the incident 
and decided to punish them in the Hippodrome. There, he staged a fight with bare 
swords. The spectators thought that it was a real clash and fled towards the exits, 
which were steep and had been closed. They trampled on each other, killing many of 
them. They would all have perished, had they not noticed the emperor calmly sitting 
on his kathisma. It was then that they understood that the fight had been put on by 
him and that they stopped fleeing.1 


Miniature 399, fol. 154v, bottom (Fig. 389): The miniature is painted between the 
lines of this passage. It shows the fight in the Hippodrome. Two soldiers, holding 
round shields and swords, are fighting in the centre. They are flanked by spectators, 
sitting on the steps of the hippodrome. To the right, Nikephoros Phokas is shown in 
the upper row, holding a sceptre with a trefoil at its tip. Two men in tunics and 
mantles sit on the lower rows. A group of men, among them dignitaries wearing 
skaranika, watches the spectacle from the opposite side of the Hippodrome. 


Text: While the emperor was returning from a procession in the Pege church, 
relatives of the people who had died in the Hippodrome attacked him in the Agora. 
They called him a criminal and a murderer, and threw stones at him until he reached 
the Agora of Constantine the Great.? 


Miniature 400, fol. 155r (Fig. 390): The miniature, painted below this passage, 
represents the denouncement of the emperor. The scene takes place under an 
arcade connected to a building. The emperor is riding on the back of an animal which 
resembles a donkey, a reference to the fact that he was unpopular. A group of angry 
citizens, most of whom hold stones in their raised hands, stands behind him. 


Text: On the New Sunday (Thomas Sunday), Nikephoros Phokas rode to the church 
of the Holy Apostles and saw decent people of solemn appearance in the streets, 
and also sour and gloomy ones. He asked them why they were not dressed well for 
the feast, but instead looked morose as if the city had been hit by a disaster. One of 
them answered that they were dying of starvation, because the grain was very 
expensive. 


Miniature 401, fol. 155v (Fig. 391): The miniature is painted between the lines of this 
passage. As in the preceding miniature, Nikephoros Phokas is depicted riding on a 
donkey. He is clad in imperial costume with the /oros. A group of barefooted men, 
dressed in short tunics, addresses the emperor. In the middle, a group of dignitaries 





1 THURN, Skylitzes, 275, 88 - 276, 10. 
? THURN, Skylitzes, 276, 11-17. 
? THURN, Skylitzes, 277, 48 - 278, 58. 
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is depicted, wearing skaranika and red headgear; they represent the contented 
people of the city. To the right, there is a church with a cupola, Supposedly the 
church of the Holy Apostles. 


Text: Nikephoros Phokas was moved and tears filled his eyes. He consoled the 
people and upon returning to the palace, reproached his counsellors for not having 
informed him about the grain shortage. He then offered the imperial and public grain 
on the market, and ordered that the grain be sold cheaper.1 


Miniature 402, fol. 156r, top (Fig. 392): The miniature is Painted between the lines of 
this passage. Nikephoros Phokas is shown enthroned in front of a building; he is clad 
in imperial costume with the /oros. The emperor addresses his counsellors, Standing 
with veiled hands. They are depicted in smaller scale. 


Text: Once, when Nikephoros Phokas took out the army on an exercise, an old man 
appeared and tried to enlist. The emperor told him that he thought too much of 
himself, if he seriously wanted to become one of his soldiers at his age. The old man 
replied that he now felt much stronger than as a young man; to carry the grain he 
used to buy for one nomisma normally required two asses, but now he was easily 
able to carry the grain for two nomismata by himself. The emperor understood the 
irony, but left unresponsive.2 


Miniature 403, fol. 156r, bottom (Fig. 393): The miniature is painted between the lines 
of this passage. Nikephoros Phokas is depicted on horseback, clad in imperial 
costume. He converses with a bearded man with grey hair, who wears a short, blue 
tunic and a red headdress, and holds a sword. A group of soldiers, holding lances 
and oval shields, stands to the right. 


Text: After the Saracens had conquered the cities in Syria and Cilicia, they burned 
the Patriarch of Jerusalem loannes alive and set the church of the Holy Sepulchre on 
fire.3 

Miniature 404, fol. 156v (Fig. 394): The miniature illustrating this passage is painted 
below it. A group of Arab soldiers, wearing turbans and holding lances and round 
shields, is depicted to the left. The middle of the miniature shows the burning of the 
patriarch of Jerusalem. To the right, two Arabs use torches to set fire to the church of 
the Holy Sepulchre, rendered as a two-storied building with arcades and two cupolas. 


Text: The Empress Theophano deplored intercourse with Nikephoros Phokas and 
sent for loannes Tzimiskes, whom the emperor had previously discharged of his 
command as domestikos and had confined to his own estates. Tzimiskes arrived at 
Chalcedon. In the night of December 11 of the year 6478 (969 A.D.), Theophano 
took him into the harbour below the palace and pulled up him and his men in a 
eee 

1 THURN, Skylitzes, 278, 58-62. 

? THURN, Skylitzes, 278, 68-76. 

3? THURN, Skylitzes, 278, 77 - 279, 80. 


THE MINIATURES AND THEIR RELATIONSHIP TO THE TEXT 197 


basket. These were the patrikios Michael Bourtzes, the fax/arches Leon Valantes, 
Atzypotheodoros and two others. 


Miniature 405, fol. 157r, top (Fig. 395): The miniature is painted between the lines of 
this passage. It is the first one by the western painter B5.? The palace is depicted as 
an impressive two-storied building with two Cupolas (TO paciAKóv TraAdTiov). 
Theophano looks out from a window and lowers a basket for Tzimiskes (lwavvng ó 
Tüpiokrüg). The latter stands on a ship, where two of his accomplices are also 
depicted. The miniature is captioned as follows: ù Oeohavw rj BaciAic Kodivw Tov 
TCluloKnv ávapácouca. 

An anonymous poem, titled Xrixoi TPO AUTHV THY Ogodavu, is written below the 
caption to this miniature. The poem denounces Theophano's involvement in 
Nikephoros Phokas' assassination, which is narrated below this miniature. There is a 
poem in honour of Nikephoros Phokas in the right margin, next to this miniature. It 
bears the title, EmrituyBia £i; Tov Bagića Niknddopo.4 


Text: loannes Tzimiskes and his accomplices entered the chambers of the Emperor 
Nikephoros Phokas, but they failed to find him in his bed. They were then led by a 
eunuch to a room where the emperor was asleep on the floor. Tzimiskes woke him 
by kicking his leg. Nikephoros woke up and propped his head up on his right elbow; 
his headdress slipped. Leon Valantes struck him with his sword and split his skull.5 


Miniature 406, fol. 157r, bottom (Fig. 396): This badly preserved miniature is painted 
between the lines of this passage. It illustrates the assassination of the Emperor 
Nikephoros Phokas in two scenes, which take place in a palace. In the first scene, 
Theophano is depicted sitting to the left, holding a cross. An inscription mistakenly 
identifies her as Mixar]A Boüprónc. She addresses a man standing in front of her, 
who wears a purple tunic and cap, and holds a sword; he is inscribed as Aéuv 
BaAóvrioc.8 A man in a light blue tunic holds a sword and advances to the right; he is 
inscribed as ò ArCuTro8eddwpoc. In the second scene, which takes place in another 
chamber of the palace, Nikephoros Phokas is depicted as lying on the ground and 
propping his head up on his elbow, as the cited passage states, although not on his 
right one. He still wears his crown. The man in a purple tunic kicks the emperor's 
knee, visualising Tzimiskes’ action mentioned in the text; he is consequently correctly 
identified by an inscription as 6 T¢nuioxns.’ Above the emperor, the man in a light 
blue tunic raises a stock to strike him; as in the previous scene, he is inscribed as 6 


n EE 

' THURN, Skylitzes, 279, 87-5. 

? See the Appendix on p. 398. 

3 ŠEVČENKO, Poems, 189. 

* The author of the poems is thought to be loannes Geometres: G. MERCATI, Note 
d'epigrafia bizantina, 10: Epigramma di Giovanni Geometra sulla tomba di Niceforo Foca, 
Bessarione 37 (1921), 158-162; SEVCENKO, Poems, 189, note 11, with additional 
bibliography. 

? THURN, Skylitzes, 279, 5 - 280, 18. 

$ The Matritensis text calls him Badavtne. 

7 In the previous scene, the same figure is mistakenly identified as Valantios. 
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ArtGuTrO0£óÓU)poc. The caption to this scene reads, 6 Niknpopog Pwkâç odárrerai £v 
TO) TOAAQTIW. 

The cited passage mentions that Leon Valantes killed the emperor and not 
Atzypotheodoros, as the inscription states. It is therefore likely that the rubricator 
committed an error again. However, it is worth mentioning that among the other 
authors who describe this episode, Leon Diakonos mentions that the emperor was 
decapitated by Atzypotheodoros, after he had been killed by loannes Tzimiskes' 
conspirators.! There is, however, no reason to believe that this miniature was Copied 
from an illustrated manuscript by Leon Diakonos, because several details of the 
scenes are explained better by the Skylitzes text. 

The right margin includes three almost illegible poems written on the death of 
Nikephoros Phokas. The first one bears no title. The second one begins with: 
Emirüpfia, and the third one has the title Erepoi. None of them are published.2 


Text Nikephoros Phokas was brought before Tzimiskes, who was sitting on the 
imperial bed. His men abused him, reprimanded and cursed him, and when the 
palace bedchamber servants discovered what was happening and tried to intervene, 
they slew him. They cut off his head and through a window showed it to those who 
were hurrying to his help.3 


Miniature 407, fol. 157v, top (Fig. 397): The miniature is painted below this passage. 
An architectonic complex, signifying the palace, is depicted to the left. loannes 
Tzimiskes is shown sitting and wearing a high crown; he holds a thin staff (tò 
TraAaTiov Kai ò TZipiokric). He converses with a man, standing in front of him, whose 
left hand is covered with a white piece of cloth. In a window to the right, a man holds 
a lance with the head of Nikephoros Phokas affixed to it (n kehad Nikndopou Pwkã 
TOU BagiAgWws). He shows it to a group of people assembled in front of the palace (oi 
£A0Óvrec BonOAga TH Baill Nikndopw TQ Pwk). They are clad in costumes and 
headgear of various colours and are mourning. A few of them hold or cover their 
hands with a white piece of cloth which may be a prolongation of their white shirt, 
also visible in the lower part of their costume. It is a characteristic feature used by 
this painter. Two men appear in the windows of the palace behind Tzimiskes, while 
two more make excited gestures on the roof: they are probably the servants in the 
text who had noticed what was going on. 


Text: It is said that ten days before his assassination, Nikephoros Phokas found a 
letter in his bedroom, advising him to protect himself from loannes Tzimiskes. In the 
evening before his death, a cleric also gave him a letter, warning him of danger in the 
coming night.4 


Sc es E 
! LEON DIAKONOS, 91, 2-3. 
* On these poems, see ŠEVČENKO, Poems, 190. 
3 THURN, Skylitzes, 280, 18-26. 
4 THURN, Skylitzes, 280, 27 - 281, 32. 
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Miniature 408, fol. 157v, bottom (Fig. 398): The miniature is painted below this 
passage. Nikephoros Phokas is depicted sitting on a bed. (ò Owkàg Nikndopoc ò 
BaoiAeuc). A man with a red-brown headdress, Signifying a monk, hands him a letter; 
he also has a white piece of cloth around his hands. The caption reads, 0 KÀNpIKÒG 
didwv rriTTáKIOV Niknddopw TH BagciAei. 


IOANNES TZIMISKES (969-976) 


Text: After Nikephoros Phokas' death, loannes Tzimiskes took over power together 
with Romanos lIs sons, the seven-year-old Basileios and the five-year-old 
Konstantinos.' 


Miniature 409, fol. 158r (Fig. 399): The miniature is painted above this passage and 
functions as an introduction to the chapter on the reign of loannes Tzimiskes. The 
emperor is depicted enthroned inside a chamber, situated above an arcade (ò 
pagiAeUg Iwavvng ó TZpiokric). He is clad in imperial costume with the /oros. He 
stretches out his right hand, while his left is covered with a white cloth. In front of the 
emperor, Basileios and Konstantinos are depicted as seated (BaoíAeioc, 
Kovgravrivog oi uioi Pwyavod BaciAéuc). They are clad in plain garments; Basileios 
holds a very thin sceptre and places his right hand on his chest. The upper part of 
Konstantinos' body turns to the left, while his legs are turned in the opposite 
direction. Four dignitaries are standing in the room to the right. The first one, shown 
in a smaller scale, stands higher up than the others, as if he is climbing a stair 
leading to the emperor's room. 


Text: In the night of Nikephoros Phokas' assassination, loannes Tzimiskes went to 
the church of St. Sophia with the intention of being crowned by the Patriarch 
Polyeuktos. The latter prevented Tzimiskes from entering the church, saying that a 
man whose hands were dripping with the steaming blood of a newly-slain kinsman 
was unworthy to enter; he should first repent.? 


Miniature 410, fol. 158v (Fig. 400): The miniature is painted between the lines of this 
passage. The scene unfolds inside an edifice, supposedly the church of St. Sophia. 
The patriarch is shown to the left, clad in a tunic and mantle, a white headdress and 
flat shoes, which are characteristic for this painter but unusual for Byzantine bishops. 
He raises his right hand to prevent Tzimiskes from entering the church. Tzimiskes, 
clad in imperial costume with the /oros, stands in front of him with covered hands. 
Four men follow him; the first and the last one are clad in a tunic and mantle, while 
the middle ones sport robes which flow to just under the knees, and narrow, white 
trousers. Three of them hold round objects, which might represent lamps or censers. 


It-—————— —— 
1 THURN, Skylitzes, 284, 93-1. The chapter heading, apxn rfjg BaciAeiag Iwavvou Tod 
TétpioKh, is written in the upper margin . 
? THURN, Skylitzes, 285, 21-27. 
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The miniature is captioned as follows: 0 rrarpiápxng l'loAUeuKroG KWAUWV TOV BaoiMag 
lwávvnv TOV TGuplOkrlv, rrjv Ths £k«kAnoíag eiooóov. 


Text loannes Tzimiskes reasoned that Leon Valantes and Atzypotheodoros had 
killed Nikephoros at Theophano's wish. The Patriarch demanded the banishment of 
Theophano and her men, as well as the abolishment of the decree by which 
Nikephoros Phokas sought to throw church affairs into disarray. loannes Tzimiskes 
immediately expelled the accomplices from the city, and banished Theophano to the 
island of Proikonnesos.' 


Miniature 411, fol. 159r, top (Fig. 401): The miniature, painted below this passage, 
shows Theophano's exile in two scenes. loannes Tzimiskes is depicted enthroned 
inside a fanciful building (lwavvng ó TZpiokric). He sits with his legs crossed, a 
stance which might denote a person passing judgement in Western art. He points 
towards Theophano who walks down a ramp and turns her angry face to look at the 
emperor; two men in short tunics pull her away. The caption to this scene reads, n 
O£odoavu e€opiZetai. In the second scene, Theophano sits mourning in a boat. Two 
oarsmen are shown sitting opposite her. A schematic landscape to the right suggests 
the island of Proikonnesos. No sea is shown around the boat, an omission 
characteristic for this painter. 


Text: After loannes Tzimiskes had shown repentance and promised to distribute his 


wealth among the poor, he was crowned emperor by the Patriarch Polyeuktos at 
Christmas. 


Miniature 412, fol. 159r, bottom (Fig. 402): The miniature is painted below this 
passage and depicts loannes Tzimiskes’ coronation. The ceremony takes place 
inside the church of St. Sophia, rendered as a building with three arches, an apse to 
the right and an entrance to the left. Tzimiskes is depicted in the middle with his 
hands crossed, clad in imperial costume with the /oros. The patriarch, painted taller 
as in all of the other representations of this kind in the western miniatures of this 
manuscript, stands next to the emperor and crowns him. The scene is flanked by two 
dignitaries to the left, and two clerics to the right. Above the miniature, ò TraTpiapxns¢ 
[loAU£uUkroG oTedwv Ev TA Avia Zodig Iwavvnv tov TZipioKryy is written. 

An anonymous poem about loannes Tzimiskes is written in the right margin and 
next to this miniature. It bears the title: Ztiyo! cig TOV BaciAéa Iwavvnv Tov TZplokriv.? 


Text: Thirty-five days after loannes Tzimiskes’ proclamation, the Patriarch Polyeuktos 
died. He was succeeded by the monk Basileios Skamandrenos.4 

Miniature 413, fol. 159v (Fig. 403): The miniature is painted below this passage. In 
the interior of an edifice, nearly identical to that in the previous miniature, the 





1 THURN, Skylitzes, 285, 27-35. 

2 THURN, Skylitzes, 286, 44-48. 

3 ŠEVČENKO, Poems, 190. 

4 THURN, Skylitzes, 286, 66 - 287, 70. 
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Emperor loannes Tzimiskes is depicted sitting on a high throne under the middle 
arch (lwavvng ò BaciAeUc). He holds a sceptre in his left hand and a white cloth in his 
right. Basileios Skamandrenos stands in front of him, raising his hands (BaoíAeioc ò 
yovaxoc). With crossed hands, dignitaries and clerics are standing under the other 
arches. The caption reads, xeiporoveirar rrarpiápxng rrapà Iwavvou BaciAÉcG Tod 
TGpickfj BagiAgiog povaxóg ò 2kapavópnvóg. This artist did not, however, portray the 
consecration of the patriarch but, as he usually does, his appointment by the emperor 
(e.g., fols. 173r bottom, 179r bottom, etc. Figs. 436, 451) 


Text: The Saracens besieged Antiochia. As soon as the Emperor loannes Tzimiskes 
was informed, he sent letters to the general of Mesopotamia, asking him to help the 
besieged.' 

Miniature 414, fol. 160r, top (Fig. 404): The miniature is painted below this passage. 
In three scenes, it shows an envoy being dispatched to the general of Mesopotamia. 
loannes Tzimiskes is depicted to the left enthroned in the interior of a rectangular 
edifice. He sits with his legs crossed, holding a sceptre and his right hand raised in a 
gesture of decree (ó BaoiAeUg lwavvns ó TCptiokri ypáupara méurmuov TH OTPATHYD 
Meocorrorapíac). A clerk is seated in front of him and writes something on a piece of 
paper (ò vorápiog). In the middle, an envoy is depicted in a peculiar stance, holding 
the letter of the emperor (ò £rrigroArpóposg). He is clad in a golden tunic and a red 
headdress. In the next scene, the envoy (0 &rrioroAnbtópog), now clad in garments of 
different colours, arrives before the general. The latter sits on a rectangular seat and 
holds out his hands to receive the letter (0 otpatnyocg Mecotrotayiag ógxópevog rrjv 
EK BAGIAEWS Ypadnv). He is clad in a golden tunic and wears a brown headdress with 
a bunch. 


Text: The emperor sent an army to Antiochia under the leadership of the patrikios 
Nikolaos, one of his eunuchs. There, they joined the other troops. The Byzantines 
defeated the Arabs, thereby ensuring the security of the Byzantine cities.? 


Miniature 415, fol. 160r, bottom (Fig. 405): The miniature, painted below this 
passage, shows the Byzantines defeating the Saracens. A fortress, indicating 
Antiochia, is depicted to the left. A group of four horsemen pursues another group of 
four riders. ó TraTpikiog NikóAaog ó £UvoOyxogq is written above the first cavalrymen 
and refers to the leader of this group. The horsemen in both groups are clad in 
similar costumes, and hold lances and shields. The inscription above the fleeing 
cavalrymen wrongly identifies them as Scyths (oi 2ku@ai rperrópevor), mentioned in 
the chapter beginning immediately after this miniature. 


Text: Bardas Skleros lead the Byzantine army in the struggle against the Russians 
(Scyths) and Patzinaks. In suitable places, he set up ambushes and traps by night. A 
Byzantine troop under the leadership of loannes Alkaseus was sent to attack the 


! THURN, Skylitzes 287, 83-85. 
? THURN, Skylitzes, 287, 85-90. 
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Patzinaks. He was advised not to wage battle but was ordered to feign retreat, as 
soon as it came to blows. Whenever possible, he was to return and attack the enemy 
again and repeat this tactic until the Patzinaks were well within range of the 
ambushes and traps. The enemy army consisted of Bulgarians, Russians and 
Patzinaks. loannes Alkaseus encountered the latter and pretended to run away. 


Miniature 416, fol. 161r (Fig. 406): The miniature, painted below this passage, 
depicts the feigned flight of the Byzantines in the battle against the Patzinaks. To the 
left, a group of Byzantines hides behind a landscape full of vegetation. They hold 
kite-shaped shields and lances or swords. A soldier comes out of the ambuscade 
and raises a mace. A group of Patzinaks is shown in the middle, holding lances, 
shields, and in one case a mace. They are inscribed as lar&üvák(gc)ai. The 
Byzantine cavalry, clad in scale armour and holding lances and shields, is depicted to 
the right retreating. The caption reads: Iwavvng ó AAKageuc OUVAVTIOGS aüroig 
UTTOKPiVETAI rr]v þuyrńv. 


Text: The Patzinaks pursued the Byzantines in disorder. Suddenly, the Byzantines 
returned and attacked them. Bardas Skleros appeared with the entire army from 
behind the ambuscades and the Patzinaks were Surrounded. Almost all of them were 
slain.? 


Miniature 417, fol. 161v (Fig. 407): The miniature is painted between the lines of this 
passage. A group of three Patzinaks, holding lances and kite-shaped shields, are 
depicted on horseback to the right (oi MatZivakai). They are pursuing a group of 
Byzantine horsemen, painted in the background. in the centre of the composition, a 
Byzantine horseman, probably Bardas Skleros, rides towards the leader of the 
Patzinaks. He is followed by two more horsemen on his left, one of whom raises a 
mace. The inscription above the Byzantines reads, Bápoóag puáyioTpogc ó ZkAnpóg kai 
oi per aüro0. Two Patzinaks lie dead on the ground with their horses. The head of 
the horse in the middle partially covers that of the horse behind. This is another 
characteristic feature of this painter. 


Text: During the battle, Bardas Skleros was attacked by a giant Scyth, who hit him on 
the helmet. However, his sword slipped. Bardas Skleros hit back so hard that the 
Scyth was severed into two pieces from head to toe.3 


Miniature 418, fol. 162r, top (Fig. 408): The miniature is painted between the lines of 
this passage. Two horsemen, recognisable as Byzantines by the scale armour on the 
first one, are depicted to the left, holding lances and shields; the rubricator wrongly 
identified them as Scyths (ZkU@a1). In the middle, a Scyth (ó Zkúðnç) approaches 
Bardas Skleros, riding a red horse (ó uáyigrpoc Bápóac), from behind, and hits him 
on the helmet with a mace. Two Scyths on horseback, holding lances and kite- 
shaped shields, are depicted to the right. 


—— MÀ 
1 THURN, Skylitzes 289, 36-53. 
? THURN, Skylitzes, 289, 53 - 290, 66. 
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Text: Bardas Skleros’ brother, the patrikios Konstantinos, fought against another 
Scyth. As he was about to decapitate him, the Scyth leaned to the side and 
Konstantinos hit the horse's neck instead. The Scyth fell to the ground; Konstantinos 
dismounted, grasped the Scyth by his beard and cut his throat. 


Miniature 419, fol. 162r, bottom (Fig. 409): The miniature is painted below this 
passage; it illustrates the passage in two scenes. On the left, Konstantinos is 
portrayed on horseback, as he attacks a Scyth with a mace (KWVOTAVTIVOG rrarpíkiog 
Ó adeAsos TOU payíorpou Bápóa). The Scyth, holding a kite-shaped shield and lance, 
leans backwards to dodge the blow. In the right scene, Konstantinos has dismounted 
his horse and grasps the Scyth by the beard, depicted lain on the fallen horse; he 
raises his weapon to slay him (Kwvotavtivog 6 ddeAbdc Tod Hayiotpou Bapéa, 
AauBavwv róv 2 KÜOry Ths yeveiáðoç, r£uver aUTOG THV KEPAANV). 


Text: Bardas Skleros had not yet completed the war against the Scyths, when letters 
from the Emperor loannes Tzimiskes arrived calling him back to Constantinople.2 


Miniature 420, fol. 162v (Fig. 410): The miniature is painted below this passage. The 
emperor is depicted to the right, oddly sitting on a throne. A messenger holding a 
scroll is shown in front of him; his horse appears behind him. A horseman with a 
mace in his hand apparently signifies Bardas Skleros heading to Constantinople. The 
inscription, Ò Ta ypáppara £k Bagidéws KopiZwv / Bapda payiotpw Tw XkAnpO, 
mistakenly identifies the emperor as Bardas Skleros. 


Text: Bardas Skleros was sent to Asia to fight against Bardas Phokas, who was 
planning a revolt. Skleros advanced with his army against Kaisareia. Phokas’ 
supporters accepted the Emperor's gifts and joined Skleros. In the end, Phokas was 
left alone with his servants. Abandoned, he was plunged into bitterness and sorrow; 
sleep overcame him as night had now fallen.? 


Miniature 421, fol. 163r (Fig. 411): The miniature is painted below this passage. 
Bardas Phokas is depicted sleeping on a bed inside a tent (Bápóag ó Pwkâç 
úmvõv). He holds his head in his right hand, places his left on his abdomen and has 
his legs crossed. On the left, a servant sits elevated and holds his hands before his 
face. This gesture denotes that he is either asleep, or in mourning. 


Text: Bardas Phokas fled to the fortress of Tyropoios, yet Bardas Skleros sent 
soldiers to capture him before he reached it. They overtook him just outside the 
fortress. One of them, Konstantinos surname Charon, left his companions and 
approached Phokas, who was protecting his men in the rear. He began to insult him, 
calling him an dishonourable man and a coward. Phokas turned to him and asked 
him to have pity and compassion for his misfortunes, instead of condemning him.4 





1 THURN, Skylitzes, 290, 84 - 291, 90. 
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Miniature 422, fol. 163v (Fig. 412): The miniature is painted below this passage. A 
group of horsemen holding shields and lances is depicted on the left. In the middle 
Konstantinos Charon gallops holding a lance at Bardas Phokas (Kwvotavtivoc 4 
Xapwv Tous GAAous adeic, póvoç EdiWKEV TOV PwKav UBpec! BaAAwv). The latter 
holds the reins of his horse, turns backwards and addresses him in a speaking 
gesture (þeúvywv Bápóag ó Pwkâç, TapakaAWv auróv). 


Text When Konstantinos Charon attacked Bardas Phokas, the latter seized the 
mace which hung on his saddle and hit Konstantinos on the helmet. He was killed 
immediately. Then, Phokas rode around, before continuing on his way. Charon's 
companions found him lying dead on the ground; they were so stunned by the 
strength of the blow that they gave up their pursuit. Phokas therefore entered the 
fortress without having to fear for his life anymore." 


Miniature 423, fol. 164r, top (Fig. 413): The miniature is painted between the lines of 
this passage and illustrates it in two scenes. On the left, Konstantinos Charon is on 
horseback and attacks Bardas Phokas with a lance (0 Xapwv diwkwv róv Pwkâv 
ESwKE Xápw THV WuXNV). The latter raises his mace to hit him (Bapdacg ò Pwrâç). To 
the right, Phokas is shown riding away (Bàpóag ò (ukáàg àamepxoópnevog HET áóeíiac). 


Text: Bardas Skleros also came to the fortress of Tyropoios and sent messages to 
Phokas, swearing that he cared for him as a kinsman (his brother Konstantinos was 
engaged to Phokas' sister, Sophia); he advised him to go to the emperor's side. After 
accepting a promise that no evil would befall him, Phokas surrendered himself and 
his men to Skleros.? 


Miniature 424, fol. 164r, bottom (Fig. 414): The miniature is painted below this 
passage and shows Bardas Phokas' surrender. He is depicted with two of his 
accomplices (Bapdacg ó Pwkâç kai oi per aüro0) outside a fortress, signifying the 
fortress of Tyropoios (10 dpoupiov év (0 épuyev ó Pwkâç). Bardas Skleros arrests 
him by holding his hand (Bápóagc ó XkAnpóc). Two of his men follow, depicted in front 
of their horses. 


Text: In the second year of his reign, the Emperor loannes Tzimiskes waged à 
campaign against the Russians. When he arrived in Raidestos, two Scythian envoys 
came to meet him. They pretended to act as an embassy, but in reality they were 
spies. After they complained about mistreatment, the emperor, aware of their 
intentions, ordered them to inspect the camp. He then sent them on their way to 
report to their ruler the extent of organisation of the emperor's army.? 

Miniature 425, fol. 164v (Fig. 415): The miniature is painted below this passage. It 
shows the Scythian ambassadors before the Byzantine emperor. loannes Tzimiskes 
is sitting on a throne with a high backrest. He sits with his legs crossed and raises his 


1 THURN, Skylitzes 294, 74-84. 
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hand as in a speaking gesture (ó Bagıàeùç Iwavvns ó TGpiokng). Two men with 
crossed hands are shown in front of him in a slightly bent posture (oi Zkúðaı oi 
ürravrrjcavreg aUTW). The right one is depicted barefoot to express the mistreatment 
mentioned in the cited passage. 


Text: After the ambassadors' departure, the emperor took command of a part of the 
army, and ordered the rest to follow the parakoimomenos Basileios; he crossed the 
Aimos mountains, advanced into enemy territory and pitched his camp near the city 
of Great Preslav, where the palace of the Bulgarian kings lay. 


Miniature 426, fol. 165r, top (Fig. 416): The miniature, consisting of two scenes, is 
painted below this passage. loannes Tzimiskes is depicted sitting with his legs 
crossed on a throne, seen from the side (ó BaciAeUg Iwavvng ò T&priokno). He holds 
a sceptre and addresses two men, presumably the Scythian ambassadors mentioned 
in the beginning of this passage; they stand in front of him with crossed hands. Four 
horses are depicted to the left. In the left scene, the city of Preslav is shown (ñ 
peyáàn Mepo8AdBa). Several Scyths (oi 2kü8ari) appear on the ramparts. A group of 
Byzantines is depicted sitting in three superimposed rows (Pwuaiol) in front of the 
walls of the city. 

The scenes are meant to depict the departure of the Scythian envoys, and the 
Byzantine camp near Preslav. However, the sitting Byzantines do not imply a military 
camp at all. 


Text: The emperor's troops arrived on the plain before the city and attacked the 
Scyths (who had encamped there) by surprise. The latter resisted for a while but fled 
as soon as they had been defeated.? 


Miniature 427, fol. 165r, bottom (Fig. 417): The miniature, painted below this 
passage, depicts the Scyths’ flight. On the left, Byzantine horsemen are shown 
holding shields and lances ( Pupator). They are led by a soldier riding a white horse 
and raising his sword. The Scythian horsemen are depicted fleeing (200a! 
devuyovtec); two of them fall from their horses. 


Text: The Scyths inside the city of Preslav rushed out to help, but were massacred by 
the Byzantines. They tried to retreat, but the Byzantine cavalry had already closed off 
the path leading to the city. They were crushed and many of them were captured.? 


Miniature 428, fol. 165v (Fig. 418): The miniature is painted below this passage. It 
shows how the Byzantines defeated the Scyths. A group of Byzantine horsemen is 
depicted to the left, holding lances and shields (‘Pwyaior). In the middle, a Byzantine 
horseman raises his sword and attacks the enemy. A few Scyths lie dead on the 
ground, while three Scythian horsemen, holding lances and kite-shaped shields, are 
shown fleeing to the right (Z«ü8ai deuyovrTec). 


! THURN, Skylitzes 295, 20-26. 
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Text: The Byzantines besieged Preslav, attacking it with arrows and leaning ladders 
against the walls. One brave soldier was the first to climb up one of the ladders. 
Holding a sword in his right hand and his shield over his head in his left, he paved the 
way for the other soldiers, who followed suit. The Scyths began to throw themselves 
down from the battlements and the city was finally conquered (972 A.D.).1 


Miniature 429, fol. 166r (Fig. 419): The miniature, painted between the lines of this 
passage, depicts the conquest of Preslav. Three Byzantine horsemen, holding lances 
and shields, are depicted to the left. In the middle, a simplified trebuchet is shown; a 
man loads a stone onto the engine, while two others pull the strings. Two archers 
attack the city of Preslav, shown to the right. Two Byzantines climb a ladder, holding 
kite-shaped shields and raising their swords. The detail mentioned in the text, that 
they protected their head with the shield, was not reproduced. On the ramparts, two 
Scyths look in the direction of the attackers, while three more fall down to the ground 
({2]ku6a1). The caption to the miniature reads, 'Pwpaĵoi rrjv TOv XkuOOv TAI 
AapBávouor. 

The use of siege engines is not mentioned in the cited passage and the illustrator 
presumably added this himself. A few details of the composition, like the Scyths 
throwing themselves down and the use of ladders correspond to the Skylitzes 
passage, but also belong to the standard repertoire of battle scenes used by the 
western painters, e. g., on fols. 100v, 101v, 151v top and 153r (Figs. 226, 228, 382, 
385). 

The representation of the conquest of Preslav in the Bulgarian Manasses 
Chronicle shows a different composition. In the upper zone of fol. 183r, Preslav is 
shown to the right in the form of a high fortress with four towers.? Three people come 
out of the gate to surrender; they bend before a Byzantine group of horsemen, which 
approaches from the left. The Emperor loannes Tzimiskes leads this group. 


Text: The Byzantines fought the Scyths near Dorostolon in a battle which for some 
time matched equal strengths, but towards the evening the Scyths broke into a 
disorderly retreat and dispersed themselves over the plain. The Byzantines followed 
them, with the result that many fell and more were captured.? 


Miniature 430, fol. 167r (Fig. 420): The miniature is painted below this passage. A 
group of Byzantine horsemen, holding lances, shields and in one case a mace, is 
depicted to the left (oi 'Pupaíor diwKovtec); it is led by a horseman holding a mace. A 
group of fleeing Scythian horsemen is depicted to the right, holding lances and 
shields (oi Pt devyovtec). A few Scyths and a horse lie dead on the ground. 


Text: The Emperor loannes Tzimiskes pitched his camp near Dorostolon. He decided 
not to besiege the city, because he wanted to prevent the Russians from fleeing 


' THURN, Skylitzes 296, 60 - 297, 77. 
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down the unguarded river (Istros) in their ships. He waited for his fleet to arrive. 
Meanwhile, the leader of the Russians, Sphendoslav, started building the city's 
defence. As soon as the imperial fleet arrived, the emperor waged an offensive 
against the walls and often fought off the sallies of the Scyths.' 


Miniature 431, fol. 167v (Fig. 421): The miniature is painted below this passage. 
loannes Tzimiskes appears on horseback to the left (Iwavvng BaciAeUg ó TZipioKns). 
Two ships are shown behind him, signifying the imperial fleet (6 aróAoc). A group of 
Byzantine horsemen, holding lances and shields, pursue a group of Russian 
horsemen, who flee into the fortress Dorostolon. Only the hinds of their horses are 
visible. Two Scyths are depicted on the ramparts of the fortress (oi 2«u8art). 


Text: The Emperor loannes Tzimiskes received ambassadors from Konstanteia and 
other fortresses situated beyond the river Istros (Danube). They asked for amnesty 
for their offences and surrendered themselves and their strongholds. The emperor 
received them kindly and dispatched officers with troops to take charge of the 
fortresses.? 


Miniature 432, fol. 168r (Fig. 422): The miniature is painted between the lines of this 
passage. The Emperor loannes Tzimiskes is depicted sitting on a throne with his legs 
crossed, holding a white handkerchief (ò BaciAeUg Iwavvng ó TüGpgiokKng). Two 
ambassadors stand in front of him with crossed hands (oi àrrokpiciápior). To the left, 
three horsemen are galloping, presumably the troops sent to occupy the fortresses 
beyond the Danube. 


Text The Kouropalates Leon and his son Nikephoros planned a second attempt to 
seize the throne; they bribed many citizens and palace guards. When they were 
ready, they hired a boat and sailed from the island to which they were previously 
banished.? 


Miniature 433, fol. 168v (Fig. 423): The miniature, painted below this passage, shows 
Leon and his son escaping. They are depicted sitting in a boat and talking to each 
other (Aéwv ó KoupoTradatns kai Nikrbópog 0 uióg autod). A helmsman stands to the 
left, and two oarsmen sit to the right. The composition is reduced, without any 
indication of landscape. 


Text: Skylitzes returned to the siege of Dorostolon. The Scyths sent heavily-armed 
men and some light infantry to destroy a Byzantine rock-hurling engine, which had 
inflicted great damage. The magistros loannes Kourkouas, the son of Romanos, who 
had been ordered to guard it, took his men and hurried off to protect it. In the midst of 
the Scyths, his horse fell, wounded by a javelin; he also fell and was killed, cut to 
pieces.4 


1 THURN, Skylitzes, 300, 65-76. 
2 THURN, Skylitzes, 301, 1-5. 
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Miniature 434, fol. 169r (Fig. 424): The miniature, painted below this Passage, shows 
loannes Kourkouas’ death. He is depicted in the middle, lying naked on the ground 
next to his horse. Two Scyths bend over him and cut his arms with knives (6 
Koupkouac KATAKOTITOUEVOG). A simplified siege engine is shown in the background 
The scene is flanked by a group of Byzantine ( Po)paíor) and a group of Scythian 
horsemen (ZkU@a1), holding shields and lances. 


Text: On the twentieth of July, a battle took place between the Russians and the 
Byzantines. The Russians were encouraged by a man named Ikmor, whom the 
Scyths revered for his excellence. Anemas, the son of the Cretan king Kouroupas, 
fought against him. With his sword, he cut off Ikmor's head and his right arm.! 


Miniature 435, fol. 169v (Fig. 425): The miniature is painted below this passage. It 
shows the duel between Ikmor and Anemas. The latter is depicted riding with raised 
mace, although the text mentions a sword (ò Aveudc). Ikmor is shown leaning on the 
neck of his horse (ò "Ikyopac ò 2KUO@NS). They are flanked by a group of Byzantine 
horsemen to the left (Pwpaîoi) and a group of Scythian horsemen to the right (oi 
Pug). Both groups are equipped with lances and kite-shaped shields. 


Text: The war was going badly for the Scyths. They had no ally, they were running 
short of supplies and there was no escape route. A council was held to hear out the 
different opinions. Their ruler, Sphendoslav, was in favour of one more encounter 
with the Byzantines. They would either win, after having fought well and triumphed 
over the enemy, or lose and die a noble death instead of a life of shame and 
disgrace. Everyone voted to go ahead with Sphendoslav's plan and risk their lives.2 


Miniature 436, fol. 170r (Fig. 426): The miniature, painted below this passage, 
depicts the council of the Scyths, which takes place inside a long chamber. 
Sphendoslav is sitting to the right with his legs crossed. He is clad in imperial 
costume, as is usual for foreign rulers in this manuscript, and raises his hand in a 
speaking gesture. Four men are depicted in front of him, sitting in various stances. 


The miniature is captioned, ó 2$ev6oc8AáBoc cupBouAeUunv Tous aud’ aüróv koi 
TrapaivOyv. 


Text: During the ensuing battle between the Scyths and the Byzantines, the general 
Theodoros of Mistheia fell to the ground, after his horse was injured by a lance. An 
frantic fight begun around him; the Russians tried to kill him while the Byzantines 
tried to protect him. As Theodoros fell from his horse, he grabbed one of the Scyths 
by the belt and used him as shield to repel the enemy's blows. Walking backwards, 
he slowly made his way back to his companions. Finally, the Byzantines forced the 
Scyths back and rescued Theodoros from danger.? 
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Miniature 437, fol. 170v (Fig. 427): The miniature is painted between the lines of this 
passage. Theodoros’ horse is depicted lying on the ground (6 immoc Ocodwpou roO 
¿K MioGiac). Theodoros stands next to it and holds a Scyth upside down to protect 
himself (ó ex MicOGiag Oeddwpoc). A group of Russians on horseback attacks him 
with lances (oi Pw). A group of Byzantine horsemen, holding lances and shields, is 
shown to the left (Pwyaiol). 


Text: Because of concern for his soldiers, the Emperor loannes Tzimiskes came up 
with the idea of deciding the outcome of the battle with a duel. He therefore sent 
envoys to Sphendoslav, challenging him to fight alone, since it would be better if the 
decision were made by the death of one man rather than sacrificing many.’ 


Miniature 438, fol. 171r, top (Fig. 428): The miniature is painted below this passage. 
In two scenes, it shows the Byzantine emperor's embassy to ophendoslav. loannes 
Tzimiskes is depicted to the left on a throne with a high backrest (ò BaciAgUg Ioávvnc 
TQHIOKŇŞ unvüuv TW 2tevooc8Aápu). He sits with his legs crossed and dispatches 
an envoy, who looks at him, but advances in the opposite direction. A group of 
horsemen is shown behind the emperor. In the next scene, the envoy arrives before 
Sphendoslav. The latter is depicted sitting with his legs crossed on a throne, with a 
back with a horse's head on top (0 Zhevdoa@AdBoc). He is clad like a Byzantine 
emperor and holds a sceptre. A group of two horsemen holding shields appears 
behind him. 


Text: After Sphendoslav rejected the proposal of the emperor, an unbalanced battle 
raged for a long time. Suddenly, Anemas, the son of the Emir of Crete, pressed 
forward and reached Sphendoslav; he struck the middle of his head with his Sword, 
but Sphendoslav survived, protected by his helm. In retaliation, Anemas was 
surrounded by the Scyths and killed.2 


Miniature 439, fol. 171r, bottom (Fig. 429): The miniature is painted between the lines 
of this passage. It depicts Anemas' attack against Sphendoslav with a composition 
similar to that of fol. 169v, showing Anemas attacking Ikmor (Fig. 425). Anemas is 
depicted on horseback, raising his mace (rráAiv ò Aveuds). Sphendoslav is depicted 
collapsing from his horse (6 Z$ev6ocOAápog rrírrrov); his lance is visible on the 
ground. The scene is flanked by a group of Byzantine ( Puoouaioi) and a group of 
Russian horsemen (oi ‘Pwe), holding lances and shields. 


Text: The Emperor loannes Tzimiskes honoured St. Theodore, who was believed to 
have helped the Byzantines win the battle. He demolished the old church where the 
sacred body of the martyr lay and substituted it with a large and beautiful new one, 
which he also endowed with splendid estates; the name of the city was changed from 
Euchaneia to Theodoropolis.3 


! THURN, Skylitzes, 307, 76-83. 
? THURN, Skylitzes, 308, 94-7. 
3 THURN, Skylitzes 309, 29-33. 
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Miniature 440, fol. 171v (Fig. 430): The miniature is painted below this passage. The 
Emperor loannes Tzimiskes is portrayed Sitting on a rectangular throne with his legs 
crossed (Ò BacueUg Iwavvnc ó TZIpioKAc). He holds a white handkerchief in his 
raised right hand and a sceptre in his left. Here, his gesture denotes the order he 
gave to erect the new church for St. Theodore, depicted to the right in the form of a 
basilica (0 vaóg ToU àyiou ueyaAouáprupoq Ogeodwpou). Four men in tunics and white 
headgear stand in front of him and receive his command. 


Text: Sphendoslav realised the situation was hopeless and sent a delegation to the 
Byzantine emperor, asking for assurance that he could be considered an ally and 
friend of Byzantium, and that they could be allowed to return Safely to his homeland 
with his men, and that the Scyths could visit the empire for trade purposes. loannes 
Tzimiskes received the embassy and agreed to all of their requests, saying that it 
was the custom of the Byzantines to win over their enemies with favours rather than 
with arms. 


Miniature 441, fol. 172r, top (Fig. 431): The miniature, painted below this passage, 
depicts the Byzantine emperor receiving Sphendoslav's envoys in two scenes. 
loannes Tzimiskes is portrayed sitting on a throne with a high backrest (ó BaciAeUq 
lwavvns ó TGpriocknc). He sits with his legs crossed, holding a sceptre and a white 
handkerchief. Two Scythian ambassadors are depicted standing in front of him, 
making a speaking gesture (oi Tro£oeic). In the right scene, the envoys are depicted 
departing and gesturing to each other, satisfied by the results of their mission. 


Text: After the treaty had been signed, Sphendoslav expressed the wish to visit the 
Byzantine emperor. They met each other and spoke of whatever they pleased.? 


Miniature 442, fol. 172r, bottom (Fig. 432): The miniature, painted between the lines 
of this passage, depicts the meeting between loannes Tzimiskes and Sphendoslav. 
The emperor is portrayed sitting with his legs crossed on a throne with a high back (6 
Baoikeug Iwavvng ó TéimioKnc); he holds a sceptre and a white handkerchief. 
Sphendoslav sits next to him on a backless throne, wearing a crown slightly different 
to that of the emperor and a robe of different colour; he makes a gesture of speech (0 
2evdod8AdBoc). To the right, a man holds the reins of the horse on which 
Sphendoslav arrived. 


Text: Once the Russians had sailed away, loannes Tzimiskes took care of the 
fortresses and cities along the banks of the river and then returned to Byzantium. The 
patriarch, the synod and all of the distinguished citizens welcomed him, bearing 
crowns, with songs of praise and victory. They had prepared a most splendid 
Carriage drawn by four white horses abreast, into which they invited the Emperor to 
step in order to celebrate his triumph. The emperor, however, who did not wish to 
appear proud but modest instead, accepted the wreaths offered to him, but 
ee ae eee ee 


1 THURN, Skylitzes 309, 34-42. 
2 THURN, Skylitzes, 309, 42-45. 


THE MINIATURES AND THEIR RELATIONSHIP TO THE TEXT 211 


participated in the triumph on a single white horse. He ordered the carriage to 


precede bearing the Bulgarian royal insignia, and the icon of the Mother of God, 
protectress of the City, above it.1 


Miniature 443, fol. 172v, top (Fig. 433): This extraordinary miniature, painted below 
this passage, depicts the triumph of loannes Tzimiskes. The procession advances 
from right to left and ends in front of an edifice with two towers. A carriage precedes, 
drawn by two coloured horses, although the passage mentions four white ones.2 The 
icon of the Virgin G/ykophilousa is placed on it, above an undulated piece of drapery 
(TO ppa Kai ai rov BagiAéwv oToàai kai £rrüvu fj gikwv TS OeotoKou). loannes 
Tzimiskes follows riding on a white horse (ó BaciAeUq Iwavvng ó TZipiaKrs £pxóuevoq 
Trpóg Tr|v TÓN). He is clad in imperial costume with the /oros and bears a crown 
ending in a small calotte, similar to that seen on fol. 168r (Fig. 422). A cleric in a dark 
mantle and headdress, signifying the patriarch, and two more horsemen are shown 
behind him. 


Text: When he arrived at the forum, loannes Tzimiskes offered the Mother of God 
and her Son thanksgiving for his victories. He then stripped the Bulgarian ruler Boris 
of his insignia, which included a golden diadem, a tiarasof woven linen and red 
sandals.? 


Miniature 444, fol. 172v, bottom (Fig. 434): The miniature is painted below this 
passage. loannes Tzimiskes is shown sitting with his legs crossed on a high, 
rectangular throne, holding a sceptre and a handkerchief (6 gaciAgUq ‘|wavvns). 
There is a church behind him. In the middle, two men undress Boris (oi €kdUovtec TAV 
paciAikrv oTOAry, Tov Bopionv Bagića BouAydpwv). The one to the left takes off his 
purple dress, and the other one holds his crown and shows it to a group of 
dignitaries, standing to the right. Boris is left with his white trousers and red shoes. 


Text: On his return journey to his homeland, Sphendoslav passed through the 
territory of the Patzinaks and was ambushed. The Patzinaks were angry because he 
had signed a treaty with the Byzantines. He and his host were killed.4 


Miniature 445, fol. 173r, top (Fig. 435): The miniature, painted below this passage, 
shows the slaughter of the Scyths by the Patzinaks. The latter are depicted on 
horseback, holding lances and shields. Several Scyths lie dead on the ground. The 
caption reads, oi llargivàkai AaBóvreg Tov 2doevóoo8AapBo kai roüg per  auróv, 
QTTOKTÉVOUQCI. 


Text: The Patriarch Basileios was deposed by the Synod, because charges were 
brought against him for some reason. He was succeeded by the Patriarch Antonios 
Stoudites.' 


1 THURN, Skylitzes 310, 51-62. 
2 The same reading is found in ZONARAS, III, 535, 10 - 536, 1. 
3 THURN, Skylitzes, 310, 62-66. 
4 THURN, Skylitzes 310, 69-73. 
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Miniature 446, fol. 173r, bottom (Fig. 436): The miniature, Painted below this 
passage, depicts the appointment of the Patriarch Antonios. loannes Tzimiskes is 
portrayed enthroned, raising his hands (ò paciAeUg Iwavnc ò Tüpiokr]c). Two 
dignitaries with crossed hands stand behind him. Antonios Stoudites appears in front 
of the emperor with covered hands (ò rrarpiápxng Avtwvioc). He is not clad in the 
Byzantine attire of a bishop with the omophorion, which is usually omitted by this 
artist, but in dark phelonion and low bonnet. Three clerics wearing skaranika stand 
behind him, at the entrance of a church. 


Text: Upon his return journey home from Damascus to Constantinople, the Emperor 
loannes Tzimiskes passed by Anazarbos and Podandos, and noted that the 
properties were wealthy and the land fertile. The people he encountered told him that 
it all belonged to the parakoimomenos Basileios. The emperor was troubled and 
embittered that the fruits of the efforts of the army and the emperors had gone into 
the possession of one eunuch.2 


Miniature 447, fol. 173v (Fig. 437): The miniature is painted between the lines of this 
passage. The Emperor loannes Tzimiskes is shown on horseback, clad in imperial 
costume with the /oros, he addresses two men wearing short tunics (6 BaciAeUq 
Iwavvng ó Tüpiokrg £purüv Tivoc TUYXGvEl rà Krrjpara). One of them extends his 
hand in the direction of a piece of land rich in vegetation, inscribed as rrepiBóNia. Two 
horsemen are depicted behind the emperor. 


BASILEIOS II (976-1025) 


Text: During the reign of Basileios Il and Konstantinos, the magistros Bardas Skleros 
openly declared in Antiochia his intention to become emperor. He donned the diadem 
and the rest of the imperial insignia and was proclaimed emperor by the entire 
Byzantine army there present, the Armenians leading the way in the acclamation.3 


Miniature 448, fol. 174r (Fig. 438): The miniature, painted below this passage, shows 
Bardas Skleros’ proclamation. He is depicted enthroned with his legs crossed inside 
an architectonic complex (Bápóag ó ZkAnpdc). He holds a sceptre and wears a 
crown. A group of men, clad as dignitaries, stand in front of him with crossed hands. 
The illustrator used a cliché scene, often seen in the western part of this 


manuscript at the beginning of the reign of an emperor; no soldiers are depicted in 
this kind of scene.4 


O 


1 THURN, Skylitzes, 311, 81-83. 
2 THURN, Skylitzes 311, 93 - 312, 13. 
3 THURN, Skylitzes 316, 7-11. 


4 The only other source containing this episode, is ZONARAS, Ill, 539, 18 - 540, 7, whose 
narration of Bardas Skleros' proclamation is similar. 
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Text: Bardas Skleros collected a large amount of money, held a strongly fortified 
bastion in Mesopotamia, and secured the friendship of the neighbouring Saracens. 


When the news spread, the sort of people who support reckless undertakings flocked 
to him.’ 


Miniature 449, fol. 174v, top (Fig. 439): The miniature is painted below this passage. 
Bardas Skleros is depicted sitting with his legs crossed on a throne with a high 
backrest (Bápóag 6 2kAnpóc). He is depicted as a Byzantine emperor, holding a 
sceptre and a white handkerchief, and bearing a crown. A man in long tunic stands in 
front of him. From the right, two groups of horsemen advance towards Bardas (oi 
TIDOOTPEXOVTES Eig AUTOV), signifying the men who joined him. 


Text: The synkellos Stephanos, bishop of Nikomedeia, a man well known for his 
wisdom and virtue, was sent to Bardas Skleros in order to persuade him to surrender 
his weapons. But Skleros’ only desire was to become emperor. He stretched out his 
right foot to show off the scarlet buskin and said that it was impossible to remove it 
voluntarily if a man had worn it in public. He sent Stephanos away, demanding the 
throne within forty days.? 


Miniature 450, fol. 174v, bottom (Fig. 440): The miniature is painted between the 
lines of this passage. It shows Bardas Skleros talking to Stephanos of Nikomedeia. 
Bardas is depicted sitting on a throne inside an edifice (ò 2kAnpóc). He is clad in 
imperial costume, holds a sceptre, and stretches his right leg out, pointing at it with 
his hand. A servant stands behind him. The bishop Stephanos stands in front of 
Bardas, raising his hands in a speaking gesture (Zrédiavog Nixoundeiac). He is clad in 
a dark phe/onion and white bonnet. Two clerics with Similar headgear are depicted 
behind him. 


Text: Bardas Skleros’ hetaireiarches planned to join the emperor’s side. When 
Bardas heard about this, he had him brought into his presence and scolded him. He 
then let him go, and secretly instructed the Saracen mercenaries to kill him. As he 
passed them, they struck him down with knives in broad daylight.? 


Miniature 451, fol. 175r (Fig. 441): The miniature, painted below this passage, shows 
the assassination of Bardas’ hetaireiarches. He is depicted in the middle just as he 
falls from his horse. To the left, another rider, who wears a red tunic, is also depicted 
falling from his horse. Both men are being attacked by Arabs, wearing turbans and 
holding knives and round shields. A few naked men lie on the ground. The miniature 
is captioned as follows: 6 tod Bapda £raipiápxng rrpográ&er avtod atrepxdpuevoc 
Trpóc BaoglAéa, EuTTeEdwv toig UTTO Bapda uic8oopópoig Zapakrvoig rrpoaráter aüro0 
KOTAKOTITETAI paxaiípaic. 


E —— 
' THURN, Skylitzes, 316, 17-28. 
^ THURN, Skylitzes, 317, 43-55. 
° THURN, Skylitzes 318, 71-76. 
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Text: Bardas Skleros launched a surprise attack against the imperial army near 
Lapara in Cappadocia, while they were feasting. Although they were taken by 
surprise, they stood their ground for a while. Then Bardas sent the mercenaries to 
the rear, forcing the imperial forces to flee. A massacre followed, with the doux of 
Antiochia, Bourtzes, being the first to break ranks, either out of cowardice or malice. 


Miniature 452, fol. 175v (Fig. 442): The miniature, painted between the lines of this 
passage, illustrates the defeat of the imperial forces by the troops of Bardas Skleros. 
The latter is depicted on horseback, holding a kite-shaped shield and raising a mace 
(Bápóag ò ZkAnpoc). A group of horsemen, holding lances and shields, are illustrated 
behind him. Several soldiers and horses lie dead on the ground. The imperial cavalry 
is shown fleeing to the right ( Pupaioi oi ToO BaciAEws). 


Text: The emperor and the parako/momenos Basileios sent the protobestiarios Leon 
to fight against Bardas Skleros. Leon came to Kotyaeion in Phrygia and joined up 
with the camp-commander Petros. He tried to bribe Bardas Skleros' men, who had 
set up camp at Dipotamos, but was unsuccessful.? 


Miniature 453, fol. 176r (Fig. 443): The miniature is painted between the lines of this 
passage. On the left, two men on horseback face each other, indicating the meeting 
between the profobestiarios Leon and the commander Petros. The right horseman 
points towards the camp and is inscribed as Aéuv ó roO BaciAéug rrpurofeorióápioc, 
an identification which would be more precise for the left horseman. Two trunks are 
shown in the middle, probably containing the capital Leon had intended to use to 
bribe the rebels. A shield palisade borders the camp, where a group of men sit in 
superimposed rows.? One of them ties the reins of the horses, depicted to the right. 


Text In a battle between the troops of the protobestiarios Leon and Michael 
Bourtzes' men, who had joined Bardas Skleros' side, Bourtzes was forced to flee, 
and many of his men were slain, in particular the Armenians. In fact, the Byzantines 
ruthlessly slew every Armenian they captured, since they were the first who had 
joined Bardas Skleros’ insurrection.4 


Miniature 454, fol. 176v (Fig. 444): The miniature is painted between the lines of this 
passage. The cavalry to the left is led by a man with a raised sword, signifying Leon 
(TpETTWV TOUS TOU Bapda ó mpurofeariápioc). A few soldiers lie dead on the ground. 
To the right a group of horsemen holding lances and shields is fleeing (oi roO Bapda). 
The man retreating on a white horse and clad in golden costume may be Michael 
Bourtzes. 


Text: Following the defeat of his troops, Bardas Skleros pitched a camp near Rageas 
and waited for a convenient time to enter battle. Many of his supporters changed 


1 THURN, Skylitzes 319, 2-11. 

2 THURN, Skylitzes, 320, 22-37. 

3 On the shield palisade, see MCGEER, Dragon's Teeth, 350. 
4 THURN, Skylitzes 321, 57-61. 
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sides to the protobestiarios Leon. Despite that, Bardas' cavalry charged Leon's 
troops, forcing them to flee and inflicting heavy casualties upog them. 


Miniature 455, fol. 177r (Fig. 445): The miniature, painted below this passage, 
depicts the battle between Bardas Skleros and the imperial forces. Bardas is shown 
at the head of his cavalry, wearing a golden crown and scale armour (ó 2kAnpoc); he 
gallops over several dead soldiers and horses. Leon, also clad in golden costume, 
flees with his horsemen to the right (rp£rrerai 6 Trou rofeorióápioc). 
Text: The parakoimomenos Basileios sent the patrikios Manuel Erotikos to defend 
Nicaea. Soon after, Bardas Skleros arrived there and attempted to storm the city with 
siege engines and other battle devices. As none of his attacks were successful, he 
decided to besiege the city and cut it off from transport routes. Manuel decided to 
outmanoeuvre Skleros with a trick. He filled the granaries of Nicaea with sand and 
spread a little grain over it, enough to deceive whoever was inspecting it. He then 
summoned some of the enemy he had taken prisoner, showed them the stores and 
sent them to Skleros. He ordered them to say that the city had food supplies to last 
two years.? 


Miniature 456, fol. 177v (Fig. 446): The miniature is painted between the lines of this 
passage. It consists of two scenes, arranged from right to left. In the right scene, 
Manuel Erotikos is depicted pointing towards an edifice, signifying the granaries. He 
is clad in a purple headdress and mantle, and golden tunic. Two men look into the 
granary through a window, while two others stand in the background. In the next 
scene, Manuel (o MavounA) sends away the two men who had inspected the granary 
(ürrepxóuevor). This scene is captioned as follows: 6 MavounA deikvuwv roiq 
KaragxeOeigiv Ek TOU Bapda roUg aitoPoAWvas kai àdigig aüroUcg Trpóg aüróv 
QTrEAOEiv. 


Text Bardas Phokas (now in charge against Bardas Skleros) went to Iberia and 
asked David, the ruler of the Iberians, to support him. He was assigned a significant 
number of troops. Together with these and his own army, he left for Pangaleia, where 
Bardas Skleros had set up camp. Another violent battle took place on an open plain 
near the river Halys.? 


Miniature 457, fol. 178r, top (Fig. 447): The miniature, painted below this passage, 
shows the battle between the Bardas Phokas' and Bardas Skleros' cavalries. On the 
left, Bardas Skleros is portrayed riding behind his men; he wears golden armour and 
holds a mace raised in his right hand (Bápóag ó XkAnpoóg Kai oi HET auroü). His 
companions hold shields and lances. The adversaries hold kite-shaped shields and 
lances, except for Bardas Phokas, who holds a mace (Bápóag 0 cukáàg kai oi uer 
auroó). 


1 THURN, Skylitzes, 321, 62 - 322, 78. 
? THURN, Skylitzes 323, 5-25. 
3 THURN, Skylitzes 326, 83-90. 
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Text: When Bardas Phokas realised that his men were about to retreat, he decided to 
attack Bardas Skleros himself. The soldiers also preferred to resolve the situation 
with a contest between their commanders. Skleros struck Phokas’ horse with his 
sword, but Phokas wounded his head with a mace; Skleros fell on his horse's neck.! 


Miniature 458, fol. 178r, bottom (Fig. 448): The miniature is painted below this 
passage. Bardas Phokas is shown on horseback, raising his mace and holding a 
kite-shaped shield, just as in the previous miniature (Bápóag 6 Pwkâç). Bardas 
Skleros has already fallen wounded on his horse’s neck (Bapdag ó ZkAnpdc). His 
supporters ride behind him, holding shields and lances (oi roO 2? KÀnpoO). A group of 
three horsemen is depicted behind Bardas Phokas, holding kite-shaped shields. 


Text: After his army was defeated, Bardas Skleros fled to Martyroupolis. From there, 
he sent his brother, Konstantinos, to Chosroes, the ruler of Babylon, requesting 
forces and a pact. As Chosroes was in no hurry and did not answer for a while, 
Bardas Skleros was obliged to approach Chosroes himself.2 


Miniature 459, fol. 178v (Fig. 449): The miniature is painted between the lines of this 
passage. In two scenes, it illustrates the arrival of Bardas Skleros' embassy in the 
palace of the Persian ruler. Bardas Phokas is depicted enthroned with his legs 
crossed and holding a scroll (Bapdac ó 2KAnpóc). He addresses his brother 
Konstantinos, who stands in front of him with crossed hands (Kwvoravrivog ó 
GóEAdOG auroó). In the next scene, Konstantinos arrives before Chosroes. He holds 
his finger in front of his mouth, presumably a gesture of appeal. Chosroes is depicted 
lying comfortably on a bed, and leaning on three cushions (ò Xoopónc). He wears 
wide garments and a turban. 


Text: The emperor sent the vestes Nikephoros Ouranos to Chosroes, asking him not 
to help Skleros. The envoy also had on him a letter bearing the imperial seal, which 
would grant Skleros and his men amnesty, if they were to accept their emperor and 
return home. When Ouranos came to Chosroes, the content of this letter was 
revealed, and Chosroes imprisoned the ambassador, as well as Skleros and his 
men.? 


Miniature 460, fol. 179r, top (Fig. 450): The miniature is painted between the lines of 
this passage. It shows the emperor's embassy addressing Chosroes. An emperor, 
inscribed as ò BacieUg Kwvotavtivoc 6 roO Bacikéws BaociAeiou adeAddsc, is 
depicted to the left, sitting with his legs crossed inside an edifice. He holds a sceptre 
and a white handkerchief. An envoy is shown Standing in front of him with crossed 
hands. In the middle, the same envoy is depicted in an peculiar stance: he looks at 
the emperor but points towards the next scene. To the right, Chosroes is depicted 
sitting leisurely on a large throne, leaning on several cushions (6 Xoopóng Mepaiac). 


es 
1 THURN, Skylitzes, 326, 90-10. 
2 THURN, Skylitzes 327, 23-26. 
3 THURN, Skylitzes, 327, 30-43. 
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The Byzantine envoy stands in front of him, holding a scroll and placing his finger on 
his mouth, a gesture also seen in the previous miniature. 

The cited passage does not Specify which of the two emperors, Basileios or 
Konstantinos, sent the ambassador to Chosroes. The identification of the emperor by 


the rubricator in this and the following inscriptions may, therefore, be considered 
arbitrary." 


Text: The Patriarch Antonios, who had resigned during Bardas Skleros’ rebellion, 


died. Nikolaos Chrysoberges was consecrated patriarch after the church had been 
left without a pastor for four and a half years.? 


Miniature 461, fol. 179r, bottom (Fig. 451): The miniature, painted below this 
passage, depicts the appointment of the Patriarch Nikolaos Chrysoberges. An 
emperor, inscribed as ó BlactAeUq Kwvoatavtivos, is shown enthroned in a long edifice 
with an apse to the right. He holds a white handkerchief. A figure in a pink tunic 
stands behind him. Nikolaos stands in front of the emperor with crossed hands (6 
TraTpiapxns NikóAaog ó Xpucopépyngc). A group of clerics is depicted behind him. 

The miniature does not depict the consecration in the church, as mentioned in the 
cited passage, but follows the standard formula applied by this painter when the text 
refers to the appointment of a new patriarch. 


Text: While the emperor was leading a campaign in Bulgaria, the domestikos ton 
Scholon Kontostephanos, urged him to return to the capital, accusing the magistros 
Leon Melissenos of planning a revolt. The emperor immediately ordered a retreat, as 
a result of which the Byzantines were attacked by the Bulgarians under Samuel. The 
emperor barely managed to escape to Philippoupolis. Upon his arrival there, he 
discovered that Kontostephanos had wrongly accused Melissenos of being 
responsible for the calamity. Kontostephanos, however, refused to tolerate the 
emperor's reproach, and resolutely asserted that he had given the best advice. The 
emperor was so angry with this audacity that he jumped from the throne, grabbed 
him by the beard and threw him to the ground.? 


Miniature 462, fol. 180r (Fig. 452): The miniature is painted below this passage. An 
emperor, identified by inscription as 6 paoiAeUg Bagiàsioç ó GdeAO¢ Kuvoravrivou 
ToU BaoiAewe, is shown standing up from his throne, which is under a half-arch. With 
one hand, he pulls Kontostephanos by the hair and with the other by the beard (6 
KovrogréQavoc). A man in a long tunic is depicted behind the emperor. Four men, 
clad as dignitaries with white and blue headgear, are arrayed to the right. A fortified 
city is depicted to the right. 


Text: The great men among the Byzantines, for example Bardas Phokas and the 
magistros Eustathios Maleinos, were angry that the emperor had excluded them from 





1 ZONARAS, III, 549, 13-18, also speaks of the BaciAeUc, without naming him. 
2 THURN, Skylitzes, 328, 53-56. 
3 THURN, Skylitzes, 331, 27-51. 
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the campaign in Bulgaria. Therefore, they assembled at Charsianos in Maleinos' 
house on 25 August, invested Bardas Phokas with the diadem and the rest of the 
imperial insignia, and proclaimed him emperor (987 A.D.).1 


Miniature 463, fol. 180v (Fig. 453): The miniature, painted below this Passage, shows 
Bardas Phokas’ proclamation in the frequent cliché form of representation. He is 
depicted sitting with his legs crossed on a high throne, placed inside an architectonic 
complex, and he holds a sceptre (Bápóag 6 MwxKdc). Six men in long tunics and 
headgear in various colours bow in front of him. An edifice is shown to the right. 


Text: Bardas Skleros was kept imprisoned by the Emir of Babylon, Chosroes. After 
the latter had repeatedly failed to defeat the Persians under Inaros' command, he 
released Bardas Skleros and sent him to fight the Persians. He gave him an army, 
exclusively made up of Byzantine prisoners. In the battle, the Persians were forced to 
flee and they were all killed.2 


Miniature 464, fol. 181r (Fig. 454): The miniature is painted below this passage. 
Bardas Skleros is pictured to the right watching his men slaying the Persians 
(Bápóag ó ZkAnpóg rpéyag Tos l'lépcac Kai EPXOLEVOS PETA TOv gGUv QUT). His 
cavalry is depicted holding shields and stabbing the enemy, who lie dead in the 
foreground together with their horses, with lances. The isolated figure falling from a 
horse to the right might be Inaros, whose death is mentioned in the first line after the 
miniature. He is clad in a blue robe and white turban. 


Text: Bardas Phokas (who had revolted and proclaimed himself emperor) sent the 
patrikios Kalokyros Delphinas to Chrysopolis, opposite Constantinople. He marched 
against Abydos himself. The emperor repeatedly ordered Delphinas to withdraw. 
Since he refused, the emperor prepared some ships by night and dispatched some 
Russians in them. He attacked the enemy, defeating it easily. At the very spot where 
he had pitched his tent, he hung Delphinas from a gallows, and imprisoned the blind 
Nikephoros, Phokas' brother.4 


Miniature 465, fol. 182r (Fig. 455): The miniature is painted below this passage. An 
emperor, identified by the inscription as Basileios (BacíAeiog ò BaciAgUg ó ddEAHOG 
Kwvotavtivou roO BaciAéuc), is shown on horseback, holding a white piece of cloth. 
Traces of an erased inscription can be seen to the left of his head. The preliminary 
drawing of a few ships is visible behind him. In the middle, two executioners are 
hanging Delphinas from a pole (6 Aekdivac). His hands are tied behind his back and 
his feet to a rope, which the men pull to raise him. Two horsemen observe the scene. 


Text: Bardas Phokas laid siege to the city of Abydos. In a little while Konstantinos, 
the emperor's brother, crossed over and afterwards the emperor himself came to 


—— ÁO RR ER EIER REIS 
1 THURN, Skylitzes 332, 59-67. 
2 THURN, Skylitzes, 334, 17-29. 
3 The words in italics were added by a later hand. 
4 THURN, Skylitzes 336, 81-93. 
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relieve the besieged. Bardas Phokas ordered a part of his army to continue with the 
siege, while he and the rest of the army occupied positions against the emperors. 
Phokas advanced on the emperor, but upon his approach, he suddenly about-turned, 
and rode up a hillock. There, he dismounted from his horse, lay down on the ground 
and died.' 

On the left margin, an anonymous poem in honour of a Bardas Phokas is written, 
titled: 2 Tixoi Eig THY reAeurr]v OwKa TOÔ Bapda.2 


Miniature 466, fol. 182v (Fig. 456): The miniature, painted below this passage, 
illustrates Bardas Phokas’ death. He is depicted lying in an abnormal fashion on two 
tops of a hill, with his horse standing at the bottom (Bápóag 6 Pwkâç). Basileios II is 
depicted on horseback to the left of the hill (Bagidgiog ò pacieUg 6 adeAhdc 
Kwvotavtivou Bagidéws). A group of horsemen, holding lances and shields, is 
following him. Bardas Phokas' cavalry is depicted to the right, holding kite-shaped 
shields and lances (ó arparóc Bápóa tod Mwka). 


Text: The imperial troops pursued Bardas Phokas’ soldiers and captured Leon and 
Theognostos Melissenos, Theodosios Mesanyktes and many others. The emperor 
took them to the capital and paraded them mounted on asses in the Forum. He only 
spared Leon Melissenos.? 


Miniature 467, fol. 183r, top (Fig. 457): The miniature, painted below this passage, 
shows the emperor’s triumph in Constantinople. The procession heads towards an 
unidentifiable building. The two captured associates of Bardas, Theognostos 
Melissenos and Theodosios Mesanyktes, are depicted riding on two animals 
supposed to depict asses (Oedyvwatoc 6 MeNiconvóg kai Ot£oóóGioc ó M£Gavükrrc). 
The Emperor Basileios II is depicted behind them on a white horse, followed by three 
horsemen (ó BaciAeUc BaociAeioc 6 diógAoóc Kwvatavtivou BaolAEwcs). 


Text: When Bardas Phokas died in April 6497 (989 A.D.), Bardas Skleros resumed 
his former insurrection. The emperor heard of the plans, and immediately sent him a 
letter to persuade him to give up.4 


Miniature 468, fol. 183r, bottom (Fig. 458): The miniature, painted below this 
passage, pictures the dispatch of the emperor's letter in two scenes. On the left, 
Basileios Il is depicted enthroned in front of a building, holding a sceptre and a white 
piece of cloth. He addresses an envoy, standing before him with raised hands 
(Baciàsioçs Bacileüg ó dógA$óg Kwvotavtivou BaclAkéwe vpáppara Tete: TH 
2KÀnpQ). In the second scene, Bardas Skleros (Bápõaç ó ZkAnpdc) is depicted 
receiving the emperor's message from the envoy. 





! THURN, Skylitzes 336, 3 - 337, 19. 

? SEVCENKO, Poems, 191. 

3 THURN, Skylitzes, 337, 31 - 338, 36. 
^ THURN, Skylitzes, 338, 45-52. 
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Text: Bardas Skleros was appeased by the emperor’s letter and laid down his arms. 
The emperor pronounced him kouropalates. While Skleros was on his way to 
Constantinople, he was stricken with blindness and had to be led before the emperor 
by hand; the emperor said to all those present: He of whom I stood in fear and dread 
comes led by the hand. 


Miniature 469, fol. 183v (Fig. 459): The miniature is painted below this passage. To 
the right, Bardas Skleros is led by the hand by a man (Bapdac 6 2 KÀNPÒG 
XEIPAYWYOULEVOS EpxETal Ttpòç BagiAEiov paciA£a). His eyes are closed, to denote 
that he is blind, and he holds a stock. Basileios Il is shown sitting with his legs 
crossed inside a long chamber, holding a sceptre and a white piece of cloth 
(BaoíAeioc ò BaciAeUg ó ddedhdc Kuvaravrivou). His head is turned in the direction 
of a group of dignitaries, standing behind him, as if he is uttering the words 
mentioned in the text to them. 


Text Following the death of the Patriarch Nikolaos Chrysoberges, who had 
administered the church for ten years and eight months, the magistros Sisinios was 
consecrated patriarch in 6503 (996 A.D.).? 


Miniature 470, fol. 184r, top (Fig. 460): The miniature is painted below this passage. 
It shows the appointment of the Patriarch Sisinios, according to the iconographic 
schema applied by this painter. The emperor Basileios II is depicted enthroned inside 
an edifice, signifying a church (BaoíAeiog 6 BaciAeUc). A man in a tunic stands behind 
him. Sisinios stands in front of the emperor, raising both hands (Zigiviog 6 
Trarpiápxnc). He is clad in a red headdress and robe, embroidered with gold in the 
lower part. A group of clerics with white headgear and robes of various colours, are 
arrayed behind him. The miniature is captioned, x£iporovía 2igivíou rrarpiápyxou. 


Text: After three years on the patriarchal throne, the Patriarch Sisinios died. Sergios 
was promoted as the new patriarch. He was the abbot of the monastery of Manuel 
and a relative of Patriarch Photios' family.3 


Miniature 471, fol. 184r, bottom (Fig. 460): The miniature is painted below this 
passage. It shows the appointment of the Patriarch Sergios in a composition identical 
to that of the previous miniature. The emperor is depicted enthroned inside a church, 
holding a sceptre and a white piece of cloth (BaaiAeiog 6 BaciAeUc). A man in a long 
tunic stands behind him. Sergios stands in front of the emperor, raising his hands 
(Zépyiog rrarpiápync). He is clad in a dark costume, presumably denoting that he is 
an abbot.4 He is followed by a group of clerics. The caption to this miniature reads, 
XEIPOTOVIA ZEPYIOU rrarpidpxou. | 


es 
1 THURN, Skylitzes, 338, 57 - 339, 63. 
? THURN, Skylitzes, 340, 4. - 341, 8. 
3 THURN, Skylitzes, 341, 10-12. 
^ [he Patriarch Sisinios, depicted in red in the previous miniature, was a magistros. 
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Text: The Bulgarian ruler Samuel waged a campaign against Thessalonica. When 
the doux Gregorios was informed of it, he sent his son Asotios to spy on the enemy. 
However, Asotios was captured in an ambush. Gregorios rushed to help him, but was 
also surrounded and killed by Bulgarians.1 


Miniature 472, fol. 184v (Fig. 461): The miniature, painted below this passage, 
illustrates Gregorios' death. He is depicted in the middle, falling from his horse. The 
leader of the cavalry on the right strikes him with a lance (KUKAWO@Eic doveüerai Trapa 
Bouàyápwv ò doug l'pnyópioc). This group of horsemen wear costumes of various 
colours and hold kite-shaped shields (BoUAyapor). The horsemen on the left are 
characterised by their scale armour (BoüAyapor). The text and the inscription mention 
that Gregorios was surrounded by Bulgarians, but the artist set apart the two 
cavalries by depicting them in different costumes. 


Text: The magistros Nikephoros Ouranos, who was sent to attack Samuel, pitched 
his camp on the banks of the river Spercheios, opposite Samuel’s camp. He crossed 
the river by night and surprise-attacked Samuel's Sleeping troops. He slew most of 
the Bulgarians, and Samuel and his son Romanos were severely wounded; they 
managed to escape by lying among the dead, as if they had been slain. By night, 
they fled to the Aetolian mountains and finally reached safety in Bulgaria.2 


Miniature 473, fol. 185r, top (Fig. 462): The miniature is painted between the lines of 
this passage. The Byzantines are shown on horseback, clad in scale armour. They 
are Slaying the Bulgarians, depicted lying on the ground. The first horseman, clad in 
a different costume and leaning on the head of his horse is probably meant to depict 
the wounded Samuel. To the right, a group of Bulgarians flees (BouAyapol). The last 
man in the group, clad in a golden tunic like Samuel, looks in the direction of the 
Byzantines, implying their secret retreat. The caption to the miniature reads as 
follows: 0 páyiorpoc Niknpdopog ó Oùpavòç £miriG£uevog roig BouAydapoic äþvw, kai 
TPÉTTWV AUTOUG, rrArj&a kai aüróv TOV XapourA. 


Text: When Samuel returned to Bulgaria, he released Asotios from prison and wed 
him with his daughter. She had fallen in love with him and had threatened to commit 
suicide if she could not marry him.3 


Miniature 474, fol. 185r, bottom (Fig. 463): The miniature, painted below this 
passage, pictures the wedding of Asotios and Samuel's daughter, Miroslava. The 
ceremony takes place inside a church. The bridal couple is portrayed in the middle, 
with their heads slightly bent, raising their covered hands. A piece of drapery is 
shown in the background, behind their heads, a feature only used in marriage scenes 
by this painter. Above the couple, o yduoc is written. A cleric, typically painted in a 
larger scale in this kind of ceremony, stands in front of them and holds two crowns. A 
deacon is standing to the right, holding a book. The ceremony is attended by a group 





! THURN, Skylitzes 341, 13-22. 
? THURN, Skylitzes, 341, 35 - 342, 47. 
3 THURN, Skylitzes, 342, 52-55. 
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of women, arrayed behind the bride, and three men in tunics, the first of whom is 
identified by an inscription as Samuel (ò Zapoun). To the right of the building, the 
following caption to the miniature is written: 6 YaHOS rfjg BuyaTpdc ZQUOUNA HETA roO 
aixuaAdrou Agwtiou, uioü Tod Tapuvirou. 


Text: During his campaign against Bulgaria, the emperor captured the City of Serbia 
and its commander Nikolitzas. He returned to the capital with Nikolitzas and 
honoured him with the title of patrikios. Nikolitzas, however, escaped and returned to 
Samuel, with whom he besieged Serbia. The emperor re-appeared and laid the City 
under siege. Nikolitzas was captured in an ambush, brought to the emperor and sent 
to Constantinople, where he was imprisoned. 


Miniature 475, fol. 186r (Fig. 464): The miniature is painted below this passage. It 
depicts Nikolitzas’ capture and imprisonment in two scenes, arranged from right to 
left. The Emperor Basileios II is portrayed enthroned with his legs crossed (BaoíAeioq 
Ò BaociAEUg ó GdeAhdc Kwvatavtivou BaoiAéwe); he holds a sceptre and a white cloth. 
A guard holding a lance leads Nikolitzas to the emperor. Nikolitzas is depicted with 
his hands tied behind his back, and with his head bent forward (ó NikoAiTZac GÀoUG 
SEGUIOG AXON rrpóc Bagića). In the left scene, Nikolitzas is depicted inside a prison, 
characterised as such by a vaulted ceiling (0 NikoArrGàg àAoUc, EBANBN év TH duAakh 
ó£Opioc). He sits on the ground, supporting his head in one hand; his feet are 
attached to a plank. 


Text The emperor conquered the city of Vidine and returned to Constantinople, 
destroying every Bulgarian fortress he came across. When near Skopje, he saw that 
Samuel had carelessly set up camp on the other side of the river Axios. He crossed 
the river and surprise-attacked Samuel. The latter fled without looking back, leaving 
his tent and his entire military camp behind.? 


Miniature 476, fol. 186v (Fig. 465): The miniature illustrating this passage is painted 
below it. The Emperor Basileios Il is shown on horseback, storming the Bulgarian 
camp (BaoiAeiog ó BaciAeUc 6 adeAbdoc Kwvotavtivou BaoiAéwe). He is followed by a 
group of cavalrymen, holding lances and shields. A tent is depicted in the middle (rj 
oknvrj ToO Zapoun). Samuel reclines on a bed and looks in the direction of the 
approaching emperor, a stance which denotes his surprise. A group of men is 
depicted behind his bed. To the right of the tent, there is a shield palisade; in the 
lower part, the tent is flanked by horses, with only their heads visible. On the right, 
samuel is pictured fleeing together with another horseman (ó ZayounA devywv). 


Fols. 187r-194v, which form quire no. 25, written by scribe B, neither have 
illustrations, nor initials or chapter headings. There was, however, space reserved for 
fifteen miniatures, which were never executed. On fol. 194v, the last folio of this 
quire, there are remnants of colour, originating from the miniature of the opposite fol. 
Se — PER ee 


1 THURN, Skylitzes 344, 93-16. 
? THURN, Skylitzes 346, 56-64. 
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195r, the first folio of the next quire. This means that the quires 25 and 26 were 


bound together before the paint could dry and should therefore be considered 
contemporaneous. 


Text: The Chorbatoi were ruled by two brothers. Sermon, the brother of Nestogos, 
held the fortress of Sirmion and refused to bow down to the Byzantines. The 
governor of the region, Konstantinos Diogenes, feigned a friendship and dispatched 
an embassy to him, saying that he wanted to negotiate with him. He proposed they 
meet each other in the middle of the adjacent river, each one accompanied by only 
three attendants. When they met, Diogenes suddenly drew a knife, which he had 
kept hidden at his breast, and stabbed Sermon in the side, killing him.’ 

The scribe of the Matritensis forgot to copy a line from his model, which 

mentioned that Diogenes was carrying a knife (ò Aioyévng £ykóAmIOv þépwv páxapa 
Kai TAUTHV alpvidiw<); the missing line was later added in the margin.? 
Miniature 477, fol. 195r (Fig. 466): The miniature, painted below this passage, 
depicts how Konstantinos Diogenes assassinated Sermon. The two men are 
depicted in the middle; a river is painted behind them (ò rrorapóc). Konstantinos 
attacks Sermon with a knife and stabs him in the chest. Above him, Kwvotavtivoc 6 
Aloyevng mTaiwv kara rfjc TAEUupac Tov adeApov Neotoyyou Lépywv kai avaipwv, is 
written. The scene is observed by attendants, three on each side. On the right side, 
Konstantinos’ followers stand, wearing red headgear. One of them holds the reins of 
a horse. To the left, Sermon’s three attendants, clad in tunics, are shown; one of 
them holds the reins of a horse and another shows his obvious aversion against the 
crime. Above them, oi tpeîç oouAeurai Tod adeAhod Neotoyyou Zéppuvoc, kai aüTóq 
Ò TOU ZiIppiou KpaTWv OLIAWV ETA TOG Aloyévouc, is written. The fortress of Sirmion is 
depicted to the left (TO Lippiov).3 

The caption referring to Konstantinos Diogenes is based on the text of the 
Skylitzes Matritensis, from which the knife Diogenes used to stab Sermon is missing, 
as already noted. The miniature shows a knife, which means that the artist did not 
create the scene by reading his text, but copied it from a model which included the 
knife. 


Text: The Emperor Basileios Il waged a campaign against Georgios of Abasgia. In 
the battle, which took place on the eleventh of September 6531 (1022 A.D.), 
Georgios Liparites’ commander-in-chief was killed together with all of the leading 
men in Abasgia. Georgios fled to the inner mountains of Iberia.4 

Miniature 478, fol. 195v (Fig. 467): The miniature is painted between the lines of this 
passage. Basileios II is portrayed on horseback to the left, clad in military costume, 





! THURN, Skylitzes 365, 12 - 366, 24. 

? See the apparatus criticus by THURN, Skylitzes, 366, 23. | 

3 The Skylitzes Matritensis reads Zéppiov, while most of the codices read Zippiov. See the 
apparatus criticus by THURN, Skylitzes, 365, 15. 

^ THURN, Skylitzes, 367, 57-61. 
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holding a shield and lance (Bagidetiog ó pacieUg ò QóEAQOc Kuvoravrivou 
Baoikéwe). A group of Byzantine cavalrymen in scale armour (Pwuyaiol) pursues the 
Abasgian horsemen, who are equipped like the Byzantines, with lances (o! ABaayoi 
TpétTrovtai). Dead soldiers lie underneath the Byzantine cavalry. To the right, 
Georgios of Abasgia is depicted fleeing on horseback (devywv Fewpyioc 6 ABaoyóc). 
Text: Upon the emperor's command, an imperial tha/amepolos (chamberlain) was fed 
to the lions, because he tried to poison the emperor on behalf of the patrikios 
Nikephoros Xiphias.1 


Miniature 479, fol. 196r (Fig. 468): The miniature, painted below this passage, 
depicts the death of the /^a/amepolos in two scenes. To the left, the emperor is 
depicted enthroned inside a fanciful building, clad in imperial costume with the loros 
(BaciAeiog ó BaciAeUG ó adeAbdoc Kwvatavtivou tod BaciAéuG). His hands disappear 
in the long sleeves of his dress. A man in a short tunic stands in front of him and 
points towards the chamberlain, who appears behind him with bound hands: he 
wears a short tunic and trousers (6 EAA£yxOtig Sia TÒ dapyakov). In the second 
Scene, two lions attack the chamberlain who lies on the ground (õiðópevoç TOi 


A£ouciv ò EAAEYyOEIC Sid TO þåppakov). Horrified, two men in tunics observe the 
scene. 


Text: When the Patriarch Eustathios died, the emperor appointed the monk Alexios, 
the abbot of the Stoudios Monastery, as his successor; he had visited the emperor 
with the relic of the venerable head of St. John the Baptist. The emperor sent the 
protonotarios loannes to enthrone him.2 


Miniature 480, fol. 196v, top (Fig. 469): This impressive miniature, painted below the 
passage, depicts the enthronement of the Patriarch Alexios. The scene takes place 
against the background of an intricate architectonic construction, presumably a 
church. Alexios is portrayed enthroned in the middle, wearing a white headdress and 
stretching out his hand (AMé&loc ò TraTpiapxns). The protonotarios loannes offers him 
the patriarchal staff (lwavvng ò TIPWTOVOTAPIOG). A man with veiled hands stands 
behind him. A group of men in tunics, wearing red and white headgear, stand under 
an arch to the right and attend the ceremony. The caption to this miniature is written 
in the upper margin of this folio and reads as follows: 6 rrpurovorápioc BactiAeiou 
paciAéug EvOpoviZwv AA££Iov Hovaxóv kai kaðnyoúpevov rfjc HOVĤŞ TOU XTouóíou, tiq 
TOV TAS rrarpiapyxiag Opóvov. 


—-—— A — B 
1 THURN, Skylitzes, 367, 68-70. 
* THURN, Skylitzes, 368, 11 - 369, 14. 
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KONSTANTINOS VIII (1025-1028) 


Text: Konstantinos VIII was now sole ruler of the empire." 


Miniature 481, fol. 196v, bottom (Fig. 469): The miniature is painted directly below 
the previous one. It introduces the reign of Konstantinos VIII, which begins below, 
with a cliche composition. The emperor is depicted enthroned with his legs crossed 
inside an architectonic complex (Kwvotavtivoc 6 DagiAEUc). Two groups of dignitaries 
with covered hands, wearing white or red headgear, are depicted in front of him. To 
the left of the building, the title of the chapter reads, apyn BaolAgiag Kwvotavtivou 
paciAÉécG, TOO GdeApod BaciAeiou tod BaoiAéwe. The title also functions as a caption 
to the miniature. 


Text: Nikephoros Komnenos, the commander of Media, was renowned for his 
wisdom, virtue and courage. The emperor envied him and for no apparent reason 
relieved him of his command and had him brought to the capital. He set up a tribunal, 
condemned him of plotting against him and blinded him.2 


Miniature 482, fol. 197v (Fig. 470): The miniature, painted below this passage, 
depicts the sentencing and blinding of Nikephoros Komnenos. To the left, 
Konstantinos VIII is shown sitting with his legs crossed inside a building (ò BaciAgUq 
Kwvotavtivos ó Tod BaociAgiou Baoikéws adeAddoc). He is clad in imperial costume 
with the /oros and stretches out his hand in which he holds a white handkerchief. A 
group of judges, wearing long tunics and golden headgear, stand in front of him with 
veiled hands (oi kpitai). The first personage in this group is identified by an inscription 
as ò Niknpopos. In a second scene, a man bends over Nikephoros and blinds him. 
The caption to this scene reads, 6 Nikroópog katadikacéeic tupAodral. 


Miniature 483, fol. 198r (Fig. 471): The miniature shows Konstantinos VIII lying on a 
bed in a long chamber (Kwvoatavtivoc ò paciAeUc). A man in red and a round 
headdress stands behind the bed and bends slightly towards the emperor; an 
inscription identifies him as TUuewv. Three bareheaded men in long tunics and veiled 
hands stand to the right. Above them, 6 ‘Pwyavoc ayouevoc is written. 

The miniature shows a death scene like those found elsewhere in this 
manuscript, e.g., on fols. 139r, 141v, 142r and 143r (Figs. 336, 345, 347, 351). The 
text which best explains this scene is written on the verso of this folio, fol. 198v. It is 
the end of the chapter on Konstantinos VIII and states that the emperor died three 
days after he wed his daughter Zoà to Romanos Argyros and proclaimed the latter 
emperor; he lived for seventy years and ruled for three.? In one of the copying stages, 
the miniature was shifted below a passage which recounts how the emperor fell ill 
and considered calling the patrikios Konstantinos Dalassenos so that he could wed 





! THURN, Skylitzes 370, 21. 
? THURN, Skylitzes 371, 54 - 372, 70. 
* THURN, Skylitzes, 374, 40-43. 
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him to one of his daughters and proclaim him emperor. The Emperor's opinion was 
ignored since Symeon interfered, bringing his friend Romanos Argyros to the palace 
instead. The rubricator read this passage and identified the man behind Konstantinos 
VII's deathbed as Symeon, and one of the three men to the right as Romanos. 


Text: Romanos Argyros was brought to the palace and offered the choice of either 
divorcing his wife and marrying one of the emperor's daughters, or losing his sight. 
His wife willingly accepted monastic tonsure to save her husband. Zoé, the emperor's 
second daughter, accepted the marriage to Romanos who was thus proclaimed 
emperor.! 


Miniature 484, fol. 198v (Fig. 472): The miniature, painted below this passage, 
depicts the marriage between Romanos Argyros and Zoé. The ceremony takes place 
inside a church. To the right, the bridal couple is depicted with covered hands. A 
rectangular, red surface accentuates their heads in the background, recalling the 
piece of drapery seen in the miniature of fol. 185r bottom (Fig. 463). Romanos stands 
in the foreground and receives a crown from the patriarch (0 BaciA£Uc ‘Pwyavec). As 
usual, the patriarch is depicted in a larger scale. Two women holding vessels stand 
behind the couple. Their feet are turned to the left, while the rest of their body is 
turned in the opposite direction, which makes them look as if they were dancing. To 
the left, a group of men in tunics and veiled hands attend the ceremony. 


ROMANOS Ill ARGYROS (1028-1034) 


Text: The magistros Prousianos, the Bulgarian, was accused of conspiring with 
Theodora, the empress' sister, to seize the throne. He was imprisoned at the 
monastery of Manuel. Upon confirmation of the allegation, Prousianos was blinded 
and his mother was expelled from the city.? 


Miniature 485, fol. 199r (Fig. 473): The miniature, consisting of two scenes, is painted 
below this passage. It depicts the blinding of Prousianos and his mother’s expulsion. 
In the left scene, Romanos Ill is portrayed enthroned in an elongated building 
(Pwyavog Baaiketc 6 Apyupógc). He is clad in imperial costume with the /oros, 
stretching one leg out and raising his covered hand. To the right, a man kneels on 
Prousianos and blinds him (ò páyiaTpoc l'ipougiávoq TudAovrtai). Another man in the 
middle of the scene departs to fulfil the emperor's orders. He is again depicted to the 
right, driving Prousianos' mother out of the city. The latter raises her hands in a 
gesture of despair. The caption to this scene reads, ñ untnp autod e€wpiZetai. 


a ÓÉO— 
1 THURN, Skylitzes, 374, 26-40. 
2 THURN, Skylitzes, 376, 82-86. 
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Text: Konstantinos Diogenes, the doux of Thessalonica, was accused by Orestes, a 


servant of the Emperor Basileios II, of planning a revolt. He was brought into the 
capital as a prisoner and thrown into a tower.' 


Miniature 486, fol. 199v, top (Fig. 474): The miniature, consisting of two Scenes, is 
painted below this passage. Romanos III is shown enthroned with his legs crossed 
inside a fanciful architectonic construction (ó BaociAeüq ‘Pwyavoc 6 Apyupoc). He is 
clad in imperial costume with the /oros and stretches out his right hand. A man ina 
short tunic leads Konstantinos Diogenes to the emperor by pulling him with a rope 
(Kwvotavtivog ò Aioyévnc). In the second scene, a man pushes Konstantinos into a 
tower (ò rrüpyoc). Only Diogenes’ back and his right leg are visible (riz Tov TTUPYOV 
euBacg Kwvotavtivos ó Aioyévng). 


Text: The sister of the Empress Zoé, Theodora, was taken out of the palace and 
incarcerated in the Monastery of Petrion.2 


Miniature 487, fol. 199v, bottom (Fig. 475): The miniature, painted below this 
passage, shows Theodora’s exile in two scenes. In the left scene, Theodora is 
depicted descending a ramp and leaving the palace with a sad face. A man in a short 
tunic pulls her by the hand. In the right scene, Theodora stands between two 
soldiers, who are holding shields. She raises her hands to her face, in a mourning 
gesture. The man in front of her points towards Petrion, depicted to the right as a 
tower (tò Iletpiov). The caption to this miniature reads as follows: Ocodwpa h 
Ouyárnp Bacuiou roO Qacuéug KaTayETal Tv Baoiziwv Kai eig TO Metpiov 
T£piopiterai. The caption mistakenly mentions that Theodora was a daughter of 
Basileios Il, instead of Konstantinos VIII. 


Text: The ruler of Abasgia, Georgios, died. His widow sent a delegation to the 
emperor bearing gifts with a request for a peace-treaty, and a wife for her son 
Pankratios.3 


Miniature 488, fol. 200r (Fig. 476): The miniature, painted below this passage, shows 
Georgios’ widow's embassy to the emperor. Romanos III is depicted enthroned with 
his legs crossed inside a building (ò Baci^eüg Pwpavòç ó Apyupóc). He holds a 
sceptre, while his other hand is covered with a white cloth. Three men approach him: 
the first one carries a bottle and the second one a chest. The third man holds the 
reins of the two horses the envoys arrived upon. Above the men, rà rreudévra wpa 
TIpOg BaciMéa ‘Pwyavov róv Apyupóv Tapa rfc yuvAs Tewpyiou thc ABaoyiac is 
written. 


Text: The author tells the tale of the Arabs in the East during the reign of previous 
emperors. When Konstantinos VIII was emperor, the general of Antiochia, 
Spondyles, marched out against the Arabs of the city of Berroia, also called Aleppo. 





! THURN, Skylitzes 376, 86-92. . - 
? THURN, Skylitzes, 377, 3-4. On the monastery of Petrion, see JANIN, Eglises, 397 
3 THURN, Skylitzes 377, 18-22. 
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He joined the chieftain of Berroia in battle and was defeated with heavy troop loses, 
but managed to save his own life by fleeing to Antiochia.1 


Miniature 489, fol. 200v (Fig. 477): The miniature, painted below this Passage, shows 
the defeat of the Byzantines by the Saracens. The latter are depicted on horseback 
(Ayapnvoi) pursuing the Byzantines, clad in scale armour, with their lances and 
swords drawn. Above the latter, oi Avtioxeig meuyouai is written. Several dead 
soldiers lie on the ground. 


Text: The Emperor Romanos IIl advanced on the Saracens. When he arrived in 
Philomilion, an Arab delegation bearing many gifts came from Berroia and asked for 
clemency; they would assume their former state of servitude and pay the annual 
tribute which was due.2 


Miniature 490, fol. 201r (Fig. 478): The miniature is painted between the lines of this 
passage. It depicts the delegation from Berroia (Aleppo). Romanos III is portrayed 
enthroned under an arch (ò DaoiAeUg ‘Pwyavoc ó Apyupóc). He is clad in imperial 
costume with the /oros and stretches his hand out. Three men with round headgear 
and veiled hands stand before him. Two more men bear heavy chests. Above the 
delegation, oi £k roO XáAerr, TIPEGBEIS ETA SWPWY, FTO! Beppoiac, is written. 


Text: The Emperor Romanos II! went to Syria and set up his Camp at the fortress 
Azazion, two days’ march from the city of Berroia.3 


Miniature 491, fol. 201v (Fig. 479): The miniature, painted below this passage, 
impressively illustrates the imperial camp at Azazion. The emperor is depicted sitting 
on a high throne, under a huge tent (ò BaciAgUG "Pupavóc 6 Apyupóc). He is clad in 
imperial costume with the /oros and holds a sceptre. He brings his right hand up to 
his head. A man kneels before him and holds his bare foot, a detail which is not 
mentioned in this or any other text.^ A group of men with red headgear surrounds the 


throne. To the right, a tower is shown, indicating Azazion. At the top, a man blows a ~ 


horn. To the left, the camp is depicted (OTparórreOov). One sees a tent surrounded by 
a shield palisade. A man sits on the ground in front of the tent, while another one 
attends to three horses, painted on the left. Three more horses are shown to the right 
of the tent. 


Text: The Arabs beleaguered the Byzantines, and on the second of August 6538 
(1030 A.D.) the Byzantines opened the gates of their camp to retreat to Antiochia. 
Many of them were sick with dysentery and dehydrated from thirst, because the 
Arabs had cut off their water supply. As they came out of the camp, they were 


eee 
1 THURN, Skylitzes 378, 53 - 379, 57. 
? THURN, Skylitzes, 379, 78-81. 
° THURN, Skylitzes, 380, 89-92. 


4 ZONARAS, Ill, 576, 17-18, simply mentions that the emperor went to Syria and set up 
camp there. 
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attacked by the Arabs. Some of them were trampled on by their companions and 
killed, while others were captured alive.1 


Miniature 492, fol. 202r, top (Fig. 480): The miniature, painted below this passage, 
shows the Arabs defeating the Byzantines. The latter are depicted on horseback, 
clad in turbans and tunics of various colours. They hold round shields and pursue the 
Byzantines with swords and lances (Ayapnvoi); they tread over dead soldiers and 
horses. The Byzantines, depicted in scale armour, flee to the right (TpoTTA ‘Pwyaiwv). 
A horseman falls backwards from his horse, wounded by a lance. While the 
Byzantines are depicted in gold armour, the dead soldiers are shown in similar 
costumes to those of the Arabs, an arbitrary change by the artist. 


Text: A Byzantine eunuch, one of the chamberlains, proved to be more brave than 
the soldiers. When the Arabs took away his baggage and servants, he shot arrows at 
them. He hit one of the aggressors and forced the others to flee. He seized what was 
his and rode back happily.2 


Miniature 493, fol. 202r, bottom (Fig. 481): The miniature is painted below this 
passage. To the left, the eunuch is depicted on horseback, attacking the Arabs with a 
bow (0 eUvotxog ‘Pwuaioc). In the middle, an Arab horseman bends forwards, 
wounded in the chest by an arrow. A group of Arabs holding lances flees to the right 
(rporrfj Zapaknvwv). Several arrows fly in their direction. 


Text: At that time, Georgios Maniakes was general of the Telouch theme. The Arabs 
ordered him to surrender. Maniakes pretended to accept their proposal and told them 
that he would make them masters of Telouch and give them all of the Byzantines’ 
money. Deceived by his words, the Arabs inebriated themselves, passing the night 
carelessly and negligently. In the middle of the night, Maniakes attacked them and 
slew them all.3 


Miniature 494, fol. 202v (Fig. 482): The miniature is painted below this passage. It 
depicts the Byzantine cavalrymen attacking the Arabs with swords, maces and 
lances (‘Pwyaior). Georgios Maniakes is shown leading them (Tewpyiog Mavidkngs). 
He strikes down an Arab, painted in smaller scale to the right, with his sword. Above 
him, katakot Zapaknvwv is written. Several Arabs lie dead on the ground. 


Text: Pinzarach, the Emir of Tripolis and ally of the Byzantines, visited the Emperor 
Romanos Ill. The emperor received Pinzarach as a friend, rewarded him with many 
gifts and favours, and sent him home in good cheer.4 | 

Miniature 495, fol. 203r (Fig. 483): The miniature, painted below this passage, 
depicts Pinzarach's visit to the Byzantine emperor. It was executed by the western 





1 THURN, Skylitzes, 381, 16-24. 
2 THURN, Skylitzes, 381, 25-32. 
° THURN, Skylitzes, 381, 38 - 382, 55. 
^ THURN, Skylitzes 383, 91-95. 
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painter B1, as are all the miniatures of this and the following quire (quires 27-28).1 
Romanos Ill is shown enthroned inside an architectonic complex, holding a sceptre 
(Oo BaciAgUg "Pupavóg ò Apyuposc). Pinzarach is depicted kneeling in front of him, in a 
gesture of gratitude (Oo NivGapay). Three more Arabs are shown in a similar stance 
behind him. 


Text: In the year 6539 (1031 A.D.), Prousianos was tonsured monk of his own free 
will.2 

Miniature 496, fol. 203v (Fig. 484): The miniature is painted below this passage and 
depicts the tonsuring of Prousianos in two scenes. To the left, a group of monks 
leads Prousianos to the monastery; he wears a white tunic. Another monk shows him 
the way. The next scene takes place inside a church. Prousianos, this time clad in 
monk’s garments, is depicted in the middle with covered hands and his head bent 
forward slightly. An elderly monk cuts his hair with a pair of scissors. More monks are 
shown behind him. To the right, a priest with a book in his hand is depicted standing 
behind an altar and pointing towards Prousianos. The caption reads, 0 Npouagiavoc 
KEIPETA! UOVAXOG. 


Text: In September AM 6540 (1031 A.D.), Amer, the son of the Emir of Aleppo, paid 
the Emperor Romanos Ill a visit with many gifts and asked for a renewal of the 
peace-treaty, and that the tribute be paid as before.? 


Miniature 497, fol. 204r, top (Fig. 485): The miniature illustrating this passage is 
painted between its lines. Romanos Ill is depicted enthroned in front of an 
architectonic complex (ò BagiAeUg "Pupavóg ò Apyupdc). He holds a sceptre and 
receives Amer and his men, depicted in front of him. Two of them carry gifts. The first 
Arab, stretching out one hand and bringing the other to his mouth, is inscribed as ò 
TOO XaAerrírou vidg Auep, petà SwWPWV EABWV TIPOG BaciAMa. 


Text: After the feast of the Elevation of the Holy Cross (14 September), the Empress 
Zoé unexpectedly arrived at the Petrion monastery and tonsured her sister Theodora 
a nun. She said that there was no other way to stop her intrigues and scandals.^ 


Miniature 498, fol. 204r, bottom (Fig. 485): The miniature, painted between the lines 
of this passage, shows Theodora's tonsuring in a similar manner to that showing 
Prousianos' tonsuring on fol. 203v (Fig. 484). In the interior of a church, Theodora is 
depicted under the dome of the church with veiled hands (Qeodwpa). A monk stands 
next to her and cuts her hair with a pair of scissors. A priest stands behind an altar 
and sends his blessing in her direction. The ceremony is attended by the Empress 
Zoé, wearing a crown among a group of nuns (Zur| rj BaciAic); a few of them hold lit 


1 See also the Appendix on p. 398. 

? THURN, Skylitzes, 384, 10-12. 

3 THURN, Skylitzes, 384, 29 - 385, 32. 
4 THURN, Skylitzes, 385, 34-37. 
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candles. To the left, a group of men are depicted with white skaranika and veiled 
hands. 


Text: Africa's Saracens invaded the islands and shores of the empire with a thousand 
boats carrying thousands of soldiers. The patrikios Nikephoros Karantenos fought 
against a squadron and forced them to flee; he sent the emperor five hundred 
Saracen captives.' 


Miniature 499, fol. 204v (Fig. 486): The miniature is painted below this passage. 
Romanos lll is depicted enthroned in front of an edifice; he holds a scepter with a 
cross on the top (ó BaciAeUg Pwyavocg ò Apyupóc). Three men kneel in front of him, 
one of whom presents him a message, presumably announcing Karantenos' victory. 
A group of Arab captives follows behind (oi Treud8evteg Zapaknvoi Tw BaoiAei, Tapa 
Nikndopou tov Kapavtnvot). One of the three soldiers shown behind them holds a 
rope with which the captives are bound, and a mace. The other two soldiers hold 
swords. 


Text: The protospatharios Georgios Maniakes, commander of the cities on the 
Euphrates, attempted to conquer Edessa. After he had been bribed, Salaman the 
Turk surrendered the city to Maniakes. Maniakes secured three well fortified towers. 
When the Emir of Miepherkeim, i.e. Martyroupolis, was informed, he promptly 
appeared with his army and laid siege to the towers. 


Miniature 500, fol. 205r, top (Fig. 487): The miniature, painted below this passage, 
depicts the siege of Edessa by the Saracens. The city is rendered as a fortress with 
five towers (fn "Edecoa). On the ramparts to the left, a group of Byzantine soldiers is 
depicted, holding kite-shaped shields and lances ( Pupaíor). The first soldier to the 
left is inscribed as ó Maviákng. A division of Byzantine soldiers turns to the left, 
where they are being attacked by two groups of Arabs, one with arrows and the other 
with lances (Zapaknvoi). The rest of the Byzantines fight against a group of 
Saracens, standing on the ramparts of the city and holding round shields and lances. 
Above them, the word Zapaknvoi is written twice. 


Text: After the Saracens had retreated to Martyroupolis, Georgios Maniakes secured 
his hold on the city of Edessa. He found the autograph letter Christ sent to King 
Abgar, and sent it to the emperor in Constantinople.? 

Miniature 501, fol. 205r, bottom (Fig. 487): The miniature, consisting of two scenes, is 
painted below this passage. In the left scene, Georgios Maniakes is depicted 
standing at the entrance of an edifice. He hands a letter over to an envoy, who 
receives it with veiled hands. This scene is captioned, ó Mavidakng rrjv Tod Auyapou 
&rigroArv mréurei TH BaciAet. To the right, Romanos Ill is depicted enthroned in front 
of an architectonic complex (6 pBaoieüg Pwpavog ò Apyupóc) The envoy of 


1 THURN, Skylitzes, 386, 82 - 387, 86. 
? THURN, Skylitzes, 387, 86-1. 
3 THURN, Skylitzes, 387, 6-11. 
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Maniakes stands in front of him and presents him the letter with veiled hands (6 
KOUICWV THV ETTIOTOANV). 


Text: Alde, the widow of Georgios of Abasgia, came before the emperor and 
surrendered the well secured fortress of Anakouphia. The emperor honoured her son 
Demetrios with the office of magistros. 


Miniature 502, fol. 206r (Fig. 488): The miniature is painted below this passage. 
Romanos Ill is portrayed enthroned inside an architectonic complex (6 DaciAeUq 
‘Pwyavog 6 Apyupóc). A group of guards in long tunics and white bonnets, bearing 
swords in their belts, stands in front of him. Another guard takes Alde by the hand 
and leads her to the emperor. Behind Alde, her son Demetrios follows (AAdH ñ 
Tewpyiou roO ABaoyod vuvr) ouv TH uic AnuNtTpiww). 


Text: On the eleventh of April, 6542 (1034 A.D.), the Emperor Romanos II! distributed 
the senators' allowances before going to the baths of the Great Palace. He was 
attacked mercilessly and drowned by Michael Paphlagon’s men in the baths’ 
swimming pool . He had reigned for five years and six months.2 


Miniature 503, fol. 206v, top (Fig. 489): This remarkable miniature, painted below this 
passage, depicts the death of Romanos Ill. The scene takes place inside an arcaded 
Structure, signifying the baths of the Great Palace. The swimming pool is depicted in 
the centre of the building. Two men drown Romanos Il; one of them grabs him by 
the neck and the other holds his feet in the water. Above them, mviyóuevoc 6 
paciAeUg sic Tv £uBaociv is written. To the left, two men with loincloths are about to 
enter the bath. They are followed by a man in a long tunic, presumably an attendant 
of the baths.? The miniature is captioned, TEA£UTI] Pwyavod BaciAéws Tod ApyupoO. 

The cited passage of Skylitzes only states that Romanos III was drowned, without 
mentioning any further details. What is particularly interesting is a comparison of our 
miniature with Michael Psellos' narration, which is more detailed.4 After the emperor 
washed his head and poured water over his body, he felt strong enough to go to the 
swimming pool, which had been constructed in the middle of the bath. He was 
enjoying his swim when suddenly a few men from his guards approached him. It is 
assumed that when the emperor dipped his head in the water, the guards grabbed 
him by the neck and dunked his head underwater for a long time. Then, they left him 
and disappeared. The emperor died later in his bed. This description of the episode 
in the palace bath explains a few of the details of the miniature better than the brief 
account by Skylitzes. On the other hand, the Skylitzes illustrator may have painted 
this passage without the help of Psellos' description. 


——— a a 

1 THURN, Skylitzes, 389, 48-51. 

? THURN, Skylitzes, 390, 90-95. 

3 ESTOPAÑAN, Skyllitzes, 192-193, proposed that these figures might be the murderers of 
Romanos Ill. They have, however, loincloths of a different colour to the assassinators and 
obviously form additional elements to the baths. 

^ PSELLOS, I, 51, 12-52, 35. 
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The left scene of the miniature on fol. 188v (Fig. 558) of the Bulgarian Manasses 
Chronicle also depicts Romanos III’s assassination, but it differs from the Skylitzes 
miniature in content and consequently also in composition.! A vaulted building 
indicates the baths. Romanos Ill lies in front of it with bound hands. Two men 


strangle him with a rope, visible around his neck, in accordance with the narration by 
Konstantinos Manasses.? 


Text In the same night, the Patriarch Alexios was summoned to the palace and 
found Romanos Ill dead there. The Empress Zoé sat on a throne in the already 
decorated Chrysotriklinos chamber and demanded that he wed her to Michael 
Paphlagon. Alexios hesitated, but the chamberlain loannes and Zoë gave him fifty 
pounds of gold and another fifty to the clergy, persuading them to perform the 
marriage ceremony.? 

Miniature 504, fol. 206v, bottom (Fig. 490): The miniature, painted below this 
passage, depicts the wedding between Zoé and Michael IV. The ceremony takes 
place inside an elongated edifice, supposedly the Chrysotriklinos. The bridal couple 
is shown from the front in the middle. Michael, clad in imperial costume with the /oros, 
holds Zoé's left hand. They both wear crowns, connected by a piece of drapery. The 
Patriarch Alexios stands to the right and reads from a book (AAgElog ó rrarpiápxngc). A 
bishop, a deacon holding a censer and more clerics are depicted behind him. To the 
left, a group of dignitaries with white skaranika holding lamps, attends the ceremony. 
They are preceded by three men holding candles. To the left of the edifice, the 
chapter heading, apxn BaciAeíag Miyan, adeAbod Iwavvou roO Opdhavotpodou, rGv 
NapAaywv, is written. It refers to the reign of Michael IV, which begins directly below 
this miniature. 


MICHAEL IV PAPHLAGON (1034-1042) 


Text: The patrikios Konstantinos Dalassenos was opposed to the proclamation of 
Michael IV. When the brother of the emperor, loannes Orphanotrophos, heard of it, 
he was concerned and decided to ensnare him in his net. He sent to him Ergodotes, 
one of the eunuchs, to exchange oaths with Dalassenos and bring him to the 
emperor. 

Miniature 505, fol. 207r (Fig. 491): The miniature is painted between the lines of this 
passage. It illustrates it in two scenes, arranged from right to left. loannes 
Orphanotrophos is represented to the right sitting in front of an architectonic complex 
(Iwavvng ó à6eApóg MixanA Tod Baciéwe mréumv TH Aakagonvw tov AEyouEevov 





1 DUJCEV, Manasses-Chronik, fig. 67. 

* MANASSES, vv. 6081-6087: dtrayyouai WÇ 6pákovrec Eududvtec TH TpaynAw. 
3 THURN, Skylitzes, 390, 95 - 391, 8. 

^ THURN, Skylitzes, 393, 31-41. 
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Epyodotnv). He raises his hand to instruct Ergodotes, depicted in front of him (6 
Epyodortnc). The latter wears a white skaranikon headgear and is depicted in a 
Stance meant to denote conspiracy. In the left scene, Ergodotes (6 Epyoddrne) 
converses with Konstantinos Dalassenos. The latter is represented sitting in front of 
an edifice (Kwvotavtivocs 6 Aadaconvos). 


Text: Konstantinos Dalassenos was unwilling to honour the oaths and follow 
Ergodotes to Byzantium. Another eunuch, Konstantinos Phagitzes from Paphlagonia, 
was now sent to Dalassenos, bearing the Holy Woods, the Holy Mandylion, Christ's 
autographed letter to Abgar, and an icon of the Mother of God. Phagitzes arrived, 
exchanged oaths with Dalassenos and took him to Byzantium. 


Miniature 506, fol. 207v (Fig. 492): The miniature is painted between the lines of the 
passage and illustrates it in two scenes, arranged from right to left. To the right, 
loannes Orphanotrophos, clad in garments of different colour than in the previous 
miniature, is depicted sitting in front of an architectonic complex (Iwavvng ó adeApdc 
Mixand tod BaciA£cg / rréurrerai rà TILIA EUAG TrpÓG TOV Aakagonvov). He hands over 
a chest (rà ayia) to Phagitzes, who receives it with veiled hands (Kwuvoravrivoc 6 
Cayirünc). Phagitzes wears a white skaranikon headgear. In the left scene, 
Phagitzes (Kwvatavtivoc 6 Cayír&nc) appears before Konstantinos Dalassenos (6 
Aakagonvos). The latter is depicted sitting before an edifice and receiving the box 
from the hands of the eunuch (Ta ayia). 


Text: In the same year, one of the Varangians wintering in the Thracesian theme 
Came across a native woman in an isolated spot and tempted her virtue. Because he 
could not persuade her, he used violence. The woman drew the sword of her 
husband and killed the Varangian with a thrust to the heart. When the other 
Varangians heard of it, they crowned the woman and gave her all the possessions of 
the rapist; they then disposed of his body without burial, according to the law 
concerning murderers.2 


Miniature 507, fol. 208r (Fig. 493): The miniature illustrating this passage is painted 
between its lines. It consists of two scenes. To the left a woman, clad in tunic, mantle 
and kerchief, stabs a Varangian in the chest with a lance, instead of the sword 
mentioned in the text, (ñ yuvi rj Biac8eioa Tapa roO BapBdpou kai kreivaca roÜrov). 
The Varangian is depicted falling down. In the right scene, the woman stands before 
a group of Varangians, who present her with the clothes of the transgressor (oi 
Bapayyoi didovtec rf] Blac8eici yuvn, rrácav rrjv Ürrap&iv roO piacroO). The artist, in 
an attempt to distinguish the Varangians from the other nations, gave them a 
curiously swarthy facial appearance, instead of a fair complexion. 


Text: loannes Orphanotrophos (who was the actual ruler because the emperor was 
afflicted by epilepsy) brought Konstantinos Dalassenos to the capital and exiled him 
——— —— Hm 


' THURN, Skylitzes, 393, 58 - 394, 67. 
? THURN, Skylitzes, 394, 70-77. 
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to the island of Plate. His son in law, Konstantinos Doukas, was also thrown into 
prison for protesting this injustice. 


Miniature 508, fol. 208v (Fig. 494): The miniature, painted between the lines of this 
passage, shows the condemnation and exile of Konstantinos Dalassenos in two 
scenes, reading as usual from right to left. loannes Orphanotrophos is depicted 
sitting in front of an edifice (Iwavvnc ó MixarjÀ roO BaaiAéwe GOEAQOc). He stretches 
out his hand in a gesture of command. Dalassenos stands before him with veiled 
hands (ò AaAacanvóc). Two dignitaries are shown behind him, raising their hands. 
One of them is erroneously inscribed as Kwvotavtivoc 6 ōoúkaç, mentioned in the 
text lines below the miniature. The second scene shows two men pushing off a boat 
in which Konstantinos Dalassenos is sitting; an oarsman stands opposite him. The 
inscription mentions Dalassenos' arrival in the capital, 6 Aahagonvos £pxerai rrpóc rà 
paocíAeia, but the scene shows his exile. 


Text: loannes Orphanotrophos was afflicted with a mouth ulcer which defied all 
medical treatment. St. Nicholas appeared to him in a dream and advised him to go to 
the city of Myra as quickly as possible, where he would be healed.? 


Miniature 509, fol. 209r (Fig. 495): The miniature, painted below this passage, 
depicts the dream of loannes Orphanotrophos. He is lying on a bed placed under an 
arched chamber (lwavvng ó àógA$óc Mixar]A DaciAénG). St. Nicholas, clad in his 
customary bishop's attire, stands behind the bed and addresses loannes (ò ayloc 
NiKOÀaog). 


Text: The Christian widow of Amer, the Amermoumnes of Egypt, sent her son with a 
delegation to the Byzantine emperor for peace negotiations. The emperor agreed to 
a thirty-year peace with her.3 


Miniature 510, fol. 210r (Fig. 496): The miniature, consisting of two scenes, is painted 
between the lines of this passage. To the left, two figures in Arab clothes, 
presumably representing the wife of Amer and her son, are depicted sitting cross- 
legged on the ground in an edifice. Above it, rj AiyurrrOG is written. A messenger 
bends forward to receive a scroll from the first figure. The long caption to this scene, 
a paraphrase of the text of Skylitzes, reads as follows: r| yuvr] ro apeppouuvf, 
AiyürrTOU Xpicriavrj oga, petà TEAEUTAV ToO avOpos aürfjc, olarmréurmrer Gua TQ) uic 
aUTfc, iç BaciAéa, rrepi eiprjvrg. In the right scene, Michael IV is represented 
enthroned and holding a sceptre in a building with a cross on the top (ò NadAaywv ò 
BaciAeüg MixarjA 6 åðeApòç Iwavvou). The same Arabian envoy presents him the 
letter. 


Text: Because there was a drought and no rain had fallen for six months, the 
brothers of the emperor held a litany. loannes Orphanotrophos carried the 





1 THURN, Skylitzes, 396, 20-24. 
2 THURN, Skylitzes, 397, 52-54. 
3 THURN, Skylitzes, 399, 16-19. 
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Mandylion, the domestikos ton Scholon, i.e., Konstantinos, carried Christ's letter to 
Abgar, and the protobestiarios Georgios the Holy Shroud. The procession advanced 
from the palace to the Blachernai church.’ 


Miniature 511, fol. 210v (Fig. 497): The miniature, painted between the lines of this 
passage, depicts a rare subject, a litany. The procession is lead by two deacons who 
head towards a domed-church, supposedly the Blachernai church; they each hold a 
large cross. They are erroneously identified as Kwvotavtivoc and [ewpyioç. Three 
beardless men follow holding reliquaries in their covered hands; they are inscribed as 
Ó lwavvns, ó uéyaq Oopégrikoc and ó TPWTOBEOTIApIOG. Two bishops holding books 
follow. A group of dignitaries is depicted to the left; the men in the foreground raise 
their hands. 


Text: The metropolitans Demetrios of Kyzikos, Antonios of Nikomedeia and others 
planned to dethrone the Patriarch Alexios and put loannes Orphanotrophos in his 
place. Alexios sent them letters saying that if he illegally became patriarch, not by 
election but by command of the Emperor Basileios, all the bishops he had ordained 
would be deposed and the three emperors he had crowned anathematised. When 
Demetrios' associates, most of whom had been ordained by Alexios, received this 
message, they were filled with shame and fear and gave up their plan.? 


Miniature 512, fol. 211r (Fig. 498): The miniature, consisting of two scenes, is painted 
between the lines of this passage. The Patriarch Alexios is portrayed enthroned to 
the right, within an arched edifice(AAé&Ioc 6 TrarpiGoxnc). He hands over a letter to an 
envoy. Another cleric sits next to the patriarch and addresses him. A group of men in 
long tunics, a few of whom wear white skaranika, stand in the background. In the 
second scene, Demetrios of Kyzikos is represented sitting within an edifice 
(Anunrpioc ó KuGiKou). He receives the letter from the envoy of the patriarch. A group 
of men in long tunics stands behind the envoy. None of the figures is clad in bishop’s 
attire. A partially effaced caption to the miniature may be read as follows: AAgEloc ò 
TATPIAPXNG perà ToO pépouq TAS £kKAncíag unvüpara T™pog TOV Anurjrpiov KuZikou 
Kai TOUS Aorroüc UNnTpoTToOAitac. 


Text: The clergy of Thessalonica accused Theophanes, their Metropolitan, of 
withholding their allowance. The emperor, sojourning there, decided to punish him for 
his greed. He sent one of his servants to him, requesting a loan of one hundred 
centenaria, until gold was delivered from Byzantium. Theophanes, however, swore 
that he had no more than thirty //fra/ on hand.? 


Miniature 513, fol. 211v, top (Fig. 499): The miniature is painted between the lines of 
this passage and illustrates it in two scenes. The Emperor Michael IV is shown 
enthroned to the left (Mixand ó pBaciAeüg ó GdeApdg luávvou). He addresses a 
servant with veiled hands, slightly bending before him. A group of men in long tunics 
eee 

1 THURN, Skylitzes, 400, 39-44. 

2 THURN, Skylitzes, 401, 67-80. 

3 THURN, Skylitzes, 402, 85-93. 
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is depicted behind him. In the right scene, the servant of the emperor appears before 
Theophanes to ask for a loan. The bishop sits under an arch and makes a gesture of 


denial (Oeopavng ó untporroditnc). A group of clerics with white skaranika stands 
behind the servant. 


Text: Michael IV ordered the inspection of Theophanes' treasury, and thirty-three 
golden kentenaria were found. He paid the clergy and distributed the rest to the poor. 
He expelled Theophanes from the church and confined him to an estate. 


Miniature 514, fol. 211v, bottom (Fig. 499): The miniature, painted between the lines 
of this passage, reveals the distribution of Theophanes' money and his exile in three 
scenes. Michael IV is portrayed to the left enthroned within an architectonic complex. 
He holds a sceptre and makes a commanding gesture. Two men, presumably the 
inspectors who found the metropolitan's money, stand holding sacks in front of him. 
A group of dignitaries, erroneously inscribed as clerics (oi KAnpikoi), appears behind 
them. In the middle of the miniature, a man resembling the emperor's servant of the 
previous miniature distributes money to a group of clerics wearing white skaranika (oi 
KAnpikoi). In the third scene, a group of servants removes Theophanes from his 
residence (Ozooóvnc). The caption to this miniature IS written on the left margin and 
reads as follows: MixanA 6 BaolAeuc 6 àógAdóc Iwavvou Tò roO Oeopavous xpugiov 
AaBwv kai roig KAnpikoig Ta ó£ovra óoUc kai Ta GAAa AaBwv TS pnrporróAeuq 
EEWPIOEV. 


Text: The Empress Zoé sent the eunuch Sgouritzes to bribe the doctor of loannes 
Orphanotrophos to poison him. The doctor was to mix poison into loannes’ purgative, 
but a young servant of the doctor revealed the plot to Orphanotrophos.? 


Miniature 515, fol. 212r, top (Fig. 200): The miniature, consisting of three scenes, is 
painted between the lines of this passage. Zoé is shown enthroned to the left, on the 
first story of an architectonic complex. Three women with veiled hands stand behind 
her. The Empress addresses Sgouritzes, who bends slightly towards her. The 
caption to this scene reads, rj BaciAig Zur) mréurrei TOV 2 youpirGnv rrpóg róv iarpóv. In 
the middle, Sgouritzes (ó 2youpit¢ns), now represented with a white skaranikon, 
instructs the doctor, who holds a beaker in his hand (ò iatpòç Kai TO ónAnrripiov 
£mixel). In the right scene, loannes Orphanotrophos lies on a bed in an arched 
chamber. He is erroneously inscribed as MixarjA 0 BaciAgUg ó adEeApOc Iwavvou. A 
servant, depicted in smaller scale, approaches him from the right and reveals the 
intrigue of Zoë. Three men with veiled hands stand behind the bed. In the caption to 
this scene, TÒ roO iatpod rraibápiov avayyéAAov TW BaciAei uÀ meñ TO Papyakov, we 
KEKEpagpévov SnAntnpiw, written in the right margin, loannes is also confused with 
the emperor. 


————— a 
1 THURN, Skylitzes, 402, 93-4. 
? THURN, Skylitzes, 403, 12-17. 
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Text: When the patrikios Georgios Maniakes reached Sicily, the two brothers who 
ruled there made peace with each other and summoned five thousand allies from 
Africa in order to confront him. A fierce battle took place at Remata, in which 
Maniakes put the Carthaginians to flight. The nearby river overflowed with blood." 


Miniature 516, fol. 212r, bottom (Fig. 501): The miniature, painted below this 
passage, represents the defeat of the African Saracens by Maniakes. To the left, five 
ships are depicted in the sea. On land, the Byzantines, holding kite-shaped Shields, 
attack the Arabs with raised swords ( Pwpaîon). Among them, a soldier identified by 
an inscription as Maniakes can be distinguished (ò Maviakns). A few Arabs flee to 
the right, while most of them lie dead on the ground. A red stroke in the foreground 
suggests the river overflowing with blood. To the right, the fortress of Remata is 
depicted, on the ramparts of which two Arabs appear (rà Priuara). 


Text: Twelve Arab leaders with five hundred horsemen and five hundred camels 
came to Edessa, saying that they were on their way to the emperor carrying gifts. In 
reality, the thousand chests they carried contained a thousand soldiers, with whom 
they planned to conquer the city. The protospatharios Varasvatze the Iberian, 
commander of Edessa, received the leaders amiably and invited them to a feast. He 
ordered, however, the horsemen and the chests to remain outside the city.2 


Miniature 517, fol. 212v, top (Fig. 502): The miniature is painted below this passage. 
To the left, a banquet is represented in an arched room. Five Arabs are shown sitting 
around a table with Varasvatze, who wears red headgear (rj éotia kai oi Apapec). The 
small figure whispering in his ear represents the Armenian mentioned in the next 
lines of the text. From all sides of the room, servants offer drinks and spices. One 
may observe that they all wear turbans, possibly a mistake of the artist. To the right, 
a group of Arabs is depicted sitting with crossed legs on the ground. Next to them, 
two groups of camels are shown (oi ApaBec kai oi kánoi). In the background, 
several chests are arranged (rà KiBcoria). 
Text: An Armenian beggar heard voices coming from one of the chests and reported 
it to Varasvatze. The latter left the Arabs at their meal and went out of the city with 
his soldiers. He broke open the chests and slew all the soldiers hidden in them, as 
well as the horsemen and the camel drivers. He then returned to the City, killed 
eleven of the Arab leaders and sent the twelfth one as a messenger home, after 
cutting off his hands, ears and nose 3 


Miniature 518, fol. 212v, bottom (Fig. 503): The miniature is painted below this 
passage. To the right, the Byzantine soldiers pull the hidden Arabs out of the chests 
and kill them with swords (‘Pwyaiol). To the left, Varasvatze (ò Bapaofparce o 'Ignp) 
is shown sitting within an architectonic structure, identified by an inscription as the 
city of Edessa (ri "Eó6t3000). He holds a Sceptre and makes a gesture of command. An 
(CERE 

' THURN, Skylitzes, 403, 22-28. 

? THURN, Skylitzes, 403, 31-40. 

? THURN, Skylitzes, 404, 40-49. 
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Arab, presumably the leader who survived the massacre, stands in front of him; the 


other leaders lie decapitated on the ground. A few men wearing turbans stand in the 
background. 


Text: The Carthaginians came to Sicily with a much larger army than before in order 
to chase Georgios Maniakes off the island; they camped on the small plain of 
Draginai. When Maniakes heard of it, he took his troops and went out to meet them. 
In the ensuing battle the Carthaginians were defeated. About five thousand of them 
fell. 


Miniature 519, fol. 213r (Fig. 504): The miniature is painted below this passage. It 
illustrates the defeat of the African Saracens by the troops of Maniakes. The 
Byzantines are shown on horseback, wearing scale armour and holding lances and 
maces ( Pwpaîoi). Two men in the background blow horns. Above the horsemen the 
name of their leader, 6 Maviakng, is written. To the right, the fleeing Arab cavalry is 
depicted; they hold round shields and lances (Zapaknvoi rpérrovrat). Several dead 
Arabs lie on the ground. 


Text: The leader of the Saracens fled to his homeland. When Georgios Maniakes 
heard of this, he assailed his brother in law, the admiral Stephanos, for not having 
prevented it, and struck him on the head with his whip. He called him a lazy and 
cowardly man, who had betrayed the emperor's interests.2 


Miniature 520, fol. 213v, top (Fig. 905): The miniature, painted below this passage, 
depicts the argument between Maniakes and Stephanos. Maniakes is portrayed in 
gold lamellar cuirass, mantle and hairy, red headgear. He raises his left hand in a 
gesture of reproach and holds a whip in the other. Stephanos, also in hairy, red 
headgear, submissively stands in front of him with bent head (2TEmavoc). A group of 
soldiers and dignitaries with red headgear stand behind Maniakes, while the men 
behind Stephanos wear no headgear, but hold lances. The caption reads, ò 
Maviakng TUTTTWv Tov Žtéþavov Tov TOU GTOAOU CpXOVTa. 


Text: Stephanos could not endure the insult and sent letters to loannes 
Orphanotrophos accusing Maniakes of planning an uprising. Maniakes was carried 
off to the capital and imprisoned.3 

Miniature 521, fol. 213v, bottom (Fig. 506): The miniature is painted below this 
passage. It represents the transportation of Maniakes to Constantinople. The city is 
represented as a round fortress (rj rróNic). Maniakes is depicted with bound hands 
riding on a ass; he is clad in a red tunic and red headgear. Above him, 0 Maviákng 
O£€OHIOG GyeTal eic rà BagiAela is written. A group of horsemen holding kite-shaped 
Shields and lances escort him to the city. 





1 THURN, Skylitzes, 405, 80 - 406, 90. 
? THURN, Skylitzes 406, 90-1. 
3 THURN, Skylitzes, 406, 1-5. 
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Text: After Georgios Maniakes had been arrested, the people of Sicily allied 
themselves with the Carthaginians and reoccupied all the cities except for Messina. 
The protospatharios Katakalon Kekaumenos was in Charge of the city. The Saracens 
marched on Messina and besieged it.1 


Miniature 522, fol. 214r (Fig. 907): The miniature is painted below this Passage. The 
city of Messina is depicted to the left in the form of a half circle (rj rróAiq Meoarivn). A 
few buildings are visible within the walls. To the right, the camp of the Saracens is 
represented; it consists of several tents in various colours and a large number of 
soldiers (Zapaknvoi). They hold round shields and lances. A group of Arabs, for 
unknown reasons represented naked, attack the city gate with lances. 


Text: In May 6548 (1040 A.D.), Maria, the sister of the emperor, went on a pilgrimage 
to the shrine of the Apostle John in Ephesus.? 


Miniature 523, fol. 214v (Fig. 508): The miniature, painted below this passage, 
represents the pilgrimage of Maria to Ephesus. Maria is shown sitting sideways on a 
horse (Mapia Å ddeAh roO paciAéc c). She is flanked by two groups of horsemen 
wearing red headgear. Ephesus is shown to the left as a round fortress with buildings 
inside the walls (rj "E$ecoc); none of these buildings can be identified with certainty 
as a church. Four men, two of whom wear red headgear, come out of the city to 
welcome the emperor's sister. 


Text: In the same year, there was an uprising in Bulgaria. Petros Deleanos, a slave 
of a Byzantine citizen, escaped from the city and came to Bulgaria. He claimed to be 
the son of Romanos, son of samuel; the Bulgarians believed him and proclaimed him 
king of Bulgaria.? 

Miniature 524, fol. 215r (Fig. 509): The miniature, painted below this passage, 
depicts the proclamation of Petros Deleanos. He is represented in the middle of a 
group of Bulgarians, who raise him with their hands (BouAyapol). Deleanos brings his 
hand before his chest (l''lérpog BovAyapoc 6 AgXeavoc). All the Bulgarians wear red 
headgear. 

Skylitzes does not describe the proclamation of Deleanos in detail. The 
iconography of this scene recalls that of the raising on a shield, a ceremony applied 
in proclamations of the Byzantine emperors and also depicted in this manuscript on 
fols. 10v and 230r top (Figs. 3, 544). Michael Psellos states that Deleanos was raised 
upon a shield and was proclaimed emperor.‘ It is possible that the artist copied from 


an illustrated Psellos manuscript, but omitted the shield because Deleanos was not a 
Byzantine emperor. 


$a eee 
' THURN, Skylitzes, 406, 12 - 407, 22. 
? THURN, Skylitzes, 408, 63-65. 
3 THURN, Skylitzes 409, 87-4. 
^ PSELLOS, I, 77, 21-22. 
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Text A second uprising took place at the same time in Bulgaria; the soldier 
Teichomeros proclaimed himself emperor. Petros Deleanos wrote him conciliatory 
letters, inviting him to cooperate. When the two fractions met, Deleanos asked those 
who were present if they wanted to be ruled by him, a descendant of Samuel, or by 
Teichomeros.' 


Miniature 525, fol. 215v (Fig. 510): The miniature, painted between the lines of this 
passage, represents the meeting of Deleanos with Teichomeros. Deleanos is 
depicted sitting to the left and making a speaking gesture (ó AeAgavoc). Teichomeros 
sits next to him, raising his hand (ó Texounpdc). The men are clad in identical 
costume. A group of Bulgarians with veiled hands appears to the right (BoUAyapor). 
All personages in this miniature wear hairy, red headgear. 


Text: The Bulgarians declared that they wanted Deleanos to be their ruler.They then 
stoned Teichomeros and killed him. All authority passed now to Deleanos.2 


Miniature 526, fol. 216r (Fig. 511): The miniature is painted between the lines of this 
passage. Deleanos is represented sitting to the left and making a gesture of 
command (ò AgAgeavoc). Two groups of Bulgarians (BouAyapo1) stone Teichomeros 
(ò Telxounpdc), who yields and raises his hands in a gesture of surprise or despair. 
All personages wear red headgear. The executioners have tucked up their tunics in 
order to facilitate their movements. 


Text: In September AM 6549 (1040 A.D.), the patrikios Alousianos, general of 
Theodosioupolis, fled from the city and defected to Petros Deleanos. Alousianos had 
been accused of unjust dealing, and loannes Orphanotrophos, demanded fifty 
pounds of gold from him and confiscated an estate of his wife without listening to his 
defence. After he repeatedly complained to the emperor without success, he 
disguised himself as an Armenian and slipped away from the city. He found refuge in 
Ostrovos, where Deleanos and his entire forces had camped.3 


Miniature 527, fol. 217r, top (Fig. 512): The miniature is painted below this passage. 
Deleanos is depicted lying on a bed within a tent with a cross on top (6 AeAedvoc). He 
wears blue headgear and raises his hand in a gesture of welcome. A group of 
soldiers, holding kite-shaped shields and lances, stands to the left. A servant, 
wearing red headgear, introduces Alousianos, who stands in the middle of the 
miniature; he is clad in a blue tunic, red mantle and a hairy, red headdress. The 
inscription, AAougidvocg Tratpikioc, is erroneously written above the servant. A group 
of men in long tunics, mantles and hairy, red headgear, stands behind Alousianos. 
To the right, the Bulgarian camp is depicted (BouAyapwv OTPATOTTESOV). One sees 
four tents bearing crosses on top and soldiers with kite-shaped shields and lances 
sitting on the ground. 


1 THURN, Skylitzes 410, 20-33. 
? THURN, Skylitzes, 410, 33 - 411, 37. 
3 THURN, Skylitzes, 412, 88 - 413, 4. 
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Text: Petros Deleanos entrusted Alousianos with an army and sent him to besiege 
Thessalonica. For six days the city withstood the attack of the Bulgarians. One day 
the people of the city went to the tomb of St. Demetrius and held an all-night 
intercession, anointing themselves with the myrrh flowing from the tomb. Suddenly 
they opened the gates and, assisted by the regiment of the Megathymoi, attacked the 
Bulgarians. They took their adversaries by surprise and put them to flight.1 


Miniature 528, fol. 217r, bottom (Fig. 513): The miniature is painted between the lines 
of this passage. Thessalonica is represented as a round fortress (ñ Oegaahovikn). 
The Byzantine cavalry (oi Oecoadovikeic), armed with lances and kite-shaped 
Shields, pursue the similarly equipped Bulgarian one (TOETTOVTAI Boudyapol). Two 
men blow trumpets in the background. A few men lie dead on the ground. 


Text: After their defeat, Deleanos and Alousianos no longer trusted one another and 
plotted against each other. Alousianos invited Deleanos to a banquet and blinded 
him when he became drunk, without letting the Bulgarians notice anything.2 


Miniature 529, fol. 217v, top (Fig. 514): The miniature, painted below this passage, 
represents the banquet given by Alousianos and the blinding of Deleanos. The scene 
takes place in a two-storied building. On the upper floor, four men are depicted at a 
table, one of whom cuts a piece of bread. They are all clad in similar garments. A 
servant offers them spices in a bowl. To the left of this scene, TO aplotov Ö £rroinoev 
Ó AAougiavoc KaA£cag róv AgAgÓvov kai TOUG BouAyápoug is written. On the ground 
floor, Alousianos (6 AAouaidvoc) kneels on Deleanos and blinds him; a man holds 
Deleanos' feet to the ground. This scene is captioned rj TUdAWaIc TOO AgAeávou. 


Text: The Emperor Michael IV moved from Thessalonica to Prilapos, where Manuel 
Ibatzes had built a wooden barricade to impede the advance of the imperial army. 


The emperor destroyed the wooden barricade, drove away the Bulgarians and 
captured Ibatzes.3 


Miniature 530, fol. 217v, bottom (Fig. 515): The miniature is painted below this 
passage. Michael IV is represented enthroned, holding a sceptre (MixanA ó paciAgUg 
Ò Gó6EAQógG Iwavvou). A group of Byzantine soldiers holding kite-shaped shields and 
lances stands in front of a wooden fence. A similar group of soldiers is depicted on 
the other side of the fence. One of these soldiers grasps the hand of a man, a scene 
which alludes to the capturing of Ibatzes. The group of soldiers heading to the right 
presumably represents the retreating Bulgarians. 


Text: The emperor returned to Constantinople. As he was ill and concerned about the 
salvation of his soul, he let the monk Kosmas Tzintziloukios tonsure him. He died on 
the tenth of December AM 6650 (1041 A.D.), deeply regretting the wrong he had 


eee 
1 THURN, Skylitzes, 413, 4 - 414, 19. 
? THURN, Skylitzes, 414, 29-35. 
3 THURN, Skylitzes, 414, 40-45. 
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done the Emperor Romanos III, although many blamed loannes Orphanotrophos for 
this." 

Miniature 531, fol. 218r (Fig. 516): The miniature, painted below this passage, 
depicts the tonsur and death of Michael IV. Both scenes take place within arched 
chambers. In the left scene, Michael IV is depicted bending with veiled hands in front 
of a monk, Kosmas Tzintziloukios, painted in larger scale. The latter rests his left 
hand on the emperor's head and raises a pair of scissors in his right one. A group of 
monks and a group of dignitaries attend the ceremony. This scene is captioned, 6 
paciAeUG MixanA Keipwv tv Koouikhv Tpixa. The right scene shows Michael lying on 
a bed; he is clad in monk's attire with the Koukoulion. Three monks slightly bend over 
him. The caption to this scene is written in the upper margin of this folio and reads as 
follows: r£Aeurrj roO BaciAécG MixariA roO ddeAbov Iwavvou Tod NadAaywvoc. 


MICHAEL V KALAPHATES (1041-1042) 


Text: After the death of Michael IV, Empress Zoé took power. Realising she could not 
adequately rule, she decided to find an emperor capable of dealing with state affairs. 
Thus she adopted and proclaimed emperor Michael, a nephew of Michael IV and son 
of Stephanos. After she made him swear that he would hold her as his mistress, 
sovereign-lady and mother, she placed the imperial diadem upon his head.2 


Miniature 532, fol. 218v (Fig. 517): The miniature, painted below this passage, 
represents the coronation of Michael V. The ceremony takes place within an arched 
chamber. Michael V is depicted under the central arch, clad in imperial costume with 
the /oros. The patriarch, wearing a polystavríion, places the crown upon his head. 
Three more clerics stand behind him. Zoé is depicted to the left of Michael, placing 
one hand before her chest and holding Michael's hand with the other. A group of 
dignitaries attends the ceremony. Michael is represented shorter than all the other 
figures in this miniature. The caption to the miniature reads, oréderai cic BaciMéa 
MixarjÀ ò KadAadatne. 


Text: On the Sunday after Easter, the Emperor Michael V organised a procession to 
the church of the Holy Apostles to find out the citizens’ opinion of him (in order to 
attempt the removal of Empress Zoé). Accompanied by the senate, he marched 
wearing the diadem; the entire city came out to see the spectacle. Those who lived 
on the main street hung out gold and silver objects, veils, and other fabrics 
embroidered with gold.? 


! THURN, Skylitzes 414, 45 - 415, 56. 

? THURN, Skylitzes 416, 58-74. The chapter on the reign of Michael V begins with the 
heading apxn BaaiAeíag MixarjA roO KaAadárou, written within the text column of the previous 
folio. 

3 THURN, Skylitzes, 417, 1-10. 
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Miniature 533, fol. 219r, top (Fig. 218): The miniature, painted between the lines of 
this passage, represents the procession of the emperor. It was executed by the 
western painter B5, like all the miniatures of this quire (no. 29). Its state of 
preservation is bad. The scene takes place in front of an architectonic Setting. The 
emperor is depicted on horseback, clad in imperial costume. A group of dignitaries 
rides behind him. Male and female Citizens, some of whom acclaim the emperor, 
observe the procession. A vaulted edifice appears to the left, supposedly 
representing the church of the Holy Apostles. The chapter heading is written in the 
upper Margin: TPOEAEUGIC TOU BagiAEws Mixanrj roO KaAadaárou;! it also functions as 
a caption to the miniature. 


Text: In the same night, Michael V dethroned Empress Zoé and banished her to the 
island of Prinkeps.2 


Miniature 534, fol. 219r, bottom (Fig. 519): The miniature, consisting of two scenes, is 
painted below this passage. It depicts the banishment of Zoé. To the left, Zoë is 
shown at the entrance to an architectonic complex. Michael V takes her by the hand 
and leads her away. Above him, MixarjA 6 BactiAeUc é&píCuv THY BaciAióa Zurjv is 
written. A group of dignitaries is shown in the middle. Some of them turn to the left 
scene, the rest to the right. There, Zoé is depicted placing her hand on her face in a 
gesture of sorrow. Three men precede her and show her the way out. 


Text: The emperor wrote a proclamation and gave it to Anastasios, the eparch of the 
City, to read out to the citizens in the Forum of Constantine the Great. The 
proclamation explained the reasons for Zoé's banishment. As the eparch was 
reading the proclamation, the people shouted that they did not want Michael as 
emperor and demanded the return of Zoà. They threw stones, pedestals, and pieces 
of wood almost killing the eparch.3 


Miniature 535, fol. 219v, top (Fig. 920): The miniature, painted between the lines of 
this passage, consists of two scenes. They take place before an architectonic setting. 
Michael V is represented to the left sitting with crossed legs. He hands a letter over to 
the eparch, a beardless man in a short tunic, mantle and gold calotte. This scene is 
captioned, 0 Bagiàeùç Mixyar]A TW ETTAPXW Sidwyv TO rriTTÓKIOV. In the right scene, the 
eparch is depicted on horseback: his calotte is now purple. He sits with crossed legs 
Sideways and reads out the proclamation of the emperor (ò £rrapxoc avayvWv TO 
Aad). A group of citizens stands before him. A few of them raise their hands, while 
others are about to throw stones. 


Text: The crowd went to the church of St. Sophia and found the patriarch there. 
Together with the senate, they let Theodora, the sister of Zoë, come from the Petrion 


——— — A — ———— L 
! The same chapter heading is found in Skylitzes Neapolitanus, fol. 180r. 
? THURN, Skylitzes, 418, 15-16. 
3 THURN, Skylitzes 418, 17-32. 
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Monastery to the Great church, where they dressed her in imperial purple and 
extolled her as empress together with Zoà.' 


Miniature 536, fol. 219v, bottom (Fig. 221): The miniature is painted below this 
passage and contains four scenes. To the left, the monastery of Petrion is depicted 
(To l'lerpiov). Theodora stands on a plank and boards a boat, aided by one of its two 
oarsmen (nN Oeodwpa). Two nuns stand behind her. In the second scene, Theodora 
sits in a boat, opposite an oarsman. In the next scene, Theodora disembarks and is 
embraced by a woman in purple. In the right scene, which is badly preserved, an 
empress in purple is represented sitting in a building suggesting the church of St. 
sophia; she raises her hand. The inscription above identifies her as Zur) r) Baotiic. 
Various personages flank her. 

The woman who embraces Theodora in the third scene is clad identically to 
Empress Zoé in the right scene. Skylitzes does not mention an encounter of the two 
sisters. This detail can be explained by a passage of Michael Psellos.2 He recounts 
that the senators could not decide between the two sisters. The problem was solved 
for them by Zoé, who embraced Theodora and shared the empire they both inherited 
with her. Theodora, however, Psellos continues, lost none of her respect for Zoé and 
did not encroach upon her prerogatives, but allowed her to take precedence and held 
a rank inferior to Zoé's.? This passage also explains why only Zoé is represented as 
empress on the throne in the last scene. We may, therefore, assume that two of the 
four scenes of the Skylitzes miniature were copied from a lost illuminated Psellos 
chronicle. 


Text: The crowd rushed to the palace to drag Michael V out from it. Michael was 
terrified and immediately brought Zoé into the palace and dressed her in the imperial 
garments. He then attempted to address the people from the kathisma of the 
Hippodrome, saying that Zoé had been recalled. The people reacted by insulting him 
and throwing stones and arrows.4 


Miniature 537, fol. 220r (Fig. 522): The miniature is painted below this passage. Zoé, 
clad in imperial costume, is represented enthroned inside an elaborate, arcaded 
palace. Michael V sits on the kathisma and addresses a group of citizens assembled 
before him from a window (6 BaciAeUq Mixand ó KaAadórng dia rfjg Gupióog OpIA@v 
TW ÀaQ). Those to the left quietly listen to him, while the men to the right throw 
arrows and stones. 


Text: Michael V wanted to go to the Stoudios monastery and be tonsured, but he was 
persuaded by the domestikos ton scholon to stay and fight. The crowd was divided 
into three parts: one advancing by way of the Hippodrome, the other through the 
exkoubita quarters, and the rest by way of the /zykanisterion field. The imperial 





! THURN, Skylitzes 418, 32-40. 

? PSELLOS, I, 116, 1-12. 

3 PSELLOS, I, 116, 12-17. 
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forces were also divided into three parts. The death toll was high. It is said that three 
thousand men were killed on that day.’ 


Miniature 538, fol. 220v, top (Fig. 523): The miniature is painted between the lines of 
this passage. The palace is depicted to the left as a two-story building. Michael V is 
shown at a window, defending himself with a bow (Mixarj BaciAeUc 6 KaAadarnc). A 
group of archers is shown on the first floor and men throwing stones on the second. 
Another group of soldiers holding kite-shaped shields and swords is coming out of 
the palace. Above the palace, ó paciA£Uc cv roig auTOU roi TOAITAIC EKTTOAEUWV is 
written. Citizens throwing stones are represented to the right, arranged in two rows 
(oi TroAita!). Several men lie dead on the ground. 


Text: After the battle was won by the citizens, Zoé was again on the throne. She 
thought of expelling Theodora, but the crowd demanded that they reign together: 
Theodora then left the church of St. Sophia and came to the palace. Zoé first 
addressed the senate and then the crowd from a high, clearly-visible spot; she 
thanked them and asked their opinion of the lot of the emperor.? 


Miniature 539, fol. 220v, bottom (Fig. 524): The miniature is painted between the 
lines of this passage. To the left, a domed church with a cross and a weathercock on 
top is supposed to represent St. Sophia (fj peyáàn éxkAngia). Theodora, clad in a 
blue maphorion and accompanied by two women, advances towards the palace (n 
O£oóupa). On the stairs of the palace, a man bows to welcome her. Zoà addresses 
a group of citizens from a window. Behind her sit several men, presumably the 
senators. Above the citizens, ñ BaciAiq Zur] àrrovéyouca evxapiatiag TH AAW arto 
THS Bupidoc is written. 


Text: The crowd demanded that the emperor be blinded or punished with death. Zoé 
began to feel sorry for him, but Theodora, filled with anger, ordered the new eparch 
of the city to blind him and his uncle. They were taken out of the Stoudios monastery 
(where they had fled) and dragged by their feet through the market. They were then 
brought to the Sigma and blinded.? 


Miniature 540, fol. 221r (Fig. 925): The miniature, painted between the lines of this 
passage, depicts the blinding of Michael V and his uncle in two scenes. A church 
suggesting the Stoudios monastery is represented to the left. Four executioners drag 
Michael V and his uncle by their feet out of the church. The second scene takes 
place in front of the Sigma, rendered in the form of a tower (tò Xíypa). Michael and 
his uncle lie on the ground, while two executioners kneel on them and blind them. 
The eparch is depicted on horseback to the right of the tower, making a gesture of 
command (0 €trapxoc). A group of men stands behind him. The miniature is 
captioned as follows: £k Tov Tod Mpodpouou vaóv cüpovreg Sia rfjg ayopac Tov 


———— 
1 THURN, Skylitzes, 419, 47-62. 
2 THURN, Skylitzes, 420, 75-83. 
? THURN, Skylitzes, 420, 83 - 421, 3. 
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Baciàéa MixanA róv Kaàapåtnv kai róv @efov aUTOÜ dyouaiv tig TÒ Liyya kai 
arroruQAo0oi. 


KONSTANTINOS IX MONOMACHOS (1042-1055) 


Text: The Empress Zoé recalled Konstantinos Monomachos from Mitylene, where he 
had been banished by loannes Orphanotrophos. He was brought to the church of the 
Archangel at Damokraneia and the chamberlain Stephanos Pergamenos was sent to 
dress him in imperial purple. Monomachos was then brought with a dromon ship to 
the capital. When he arrived there, Zoë married him. The marriage was blessed by 
Stypes, the archpriest of the Nea Church, on the eleventh of June AM 6550 (1042 
A.D.).! 

Miniature 541, fol. 222r, top (Fig. 226): The miniature is painted between the lines of 
this passage. It shows the arrival of Konstantinos Monomachos in Constantinople 
and his marriage to Zoé in three scenes. Konstantinos Monomachos is depicted to 
the left sitting in a boat. Stephanos Pergamenos sits in front and shows him the 
capital. Two oarsmen sit next to him. Above this scene, Kwvotavtivog ó Movoudyoc, 
ōpópwvı £yàc, áyerar Tapa roO GaAaunrmóAouU Tipóc rà BaocíAeta is written. In the 
next scene, Konstantinos is welcomed by two men, while Stephanos advances 
towards a building, presumably the Nea church. A man kneels on the stairs of the 
church, just as on fol. 220v bottom (Fig. 024). The third scene takes place inside the 
church. Zoé and Konstantinos are depicted in the middle with crowns; their heads are 
emphasised by a red panel painted in the background. A priest in white stands to the 
right and reads out of a book. Three personages attend the ceremony. 


Text: On the next day, Konstantinos Monomachos was crowned by the patriarch.? 


Miniature 542, fol. 222r, bottom (Fig. 927): The miniature is painted below this line 
and represents the coronation of Konstantinos IX Monomachos. The scene takes 
place inside a long church. Zoé and Konstantinos are depicted in the middle, both 
clad in imperial costumes with the /oros (Zur) rj BaciAic, Kwvatavtivog 6 Movoudyoc). 
Konstantinos’ hands are crossed on his chest. A red panel is shown in the 
background, as in the previous miniature. The patriarch places a crown upon 
Konstantinos’ head. A group of clerics stand behind him. The ceremony is attended 
by a group of dignitaries, a few of whom hold small flacons. To the right of the 
building is written the following caption: yápoc rfj; paciAióoq Zuf|c Kal Kwvotavtivou 
ToU Movoyaxou. This caption refers to the previous miniature and was mistakenly 
written on this scene by the rubricator. 


! THURN, Skylitzes, 423, 33-47. 
? THURN, Skylitzes, 423, 48. 
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Text: The Emperor Konstantinos IX sent the general of Dyrrachion, Michael, to fight 
against Stephanos Voisthlavos, who had established himself in the Illyrian 
mountains. The inexperienced Michael entered Triballon travelling over steep and 
narrow passes. He raided and burned the plains, while the Serbs occupied the 
narrow passes and waited for his return. On their way back through these passes, 
Michael and his army were attacked from above by the Serbs, who pelted them with 
rocks, arrows and every kind of missile-hurling device, and who rolled down huge 
stones onto them. The Byzantines could not defend themselves and the ravines and 
streams were filled with their corpses. 


Miniature 543, fol. 222v (Fig. 928): The miniature is painted between the lines of this 
passage. The scene takes place in a mountainous landscape. To the right, a few 
Byzantine horsemen are depicted: Michael rides on a red horse. They are preceded 
by footmen, one of whom holds a kite-shaped shield, while another raises his hands 
in despair at the sight of the massacre. The Serbs throw stones and roll down rocks 
from above; an archer is depicted among them, and two more to the left. The ravines 
are filled with dead Byzantine soldiers. A large, red plant with two leaves and a helix 
decorates the scene to the left. The inscription Pwyaioi, written above the Serbs in 
the middle, obviously refers to the Byzantines rather than to the Serbs. The caption 
to this miniature reads as follows: oi 2£ppBoi roig ‘Pwyaiois eiarmórjcavreg èv roig 
OTEVOTIOIC, TDÉTTOUCI TOUTOUG Kai KT£ÍVOUGCI. 


Text: The Byzantines who survived hid themselves in the bush, the forests, and the 
hollows of the mountain and escaped. They marched on foot, unarmed (Yupvoi) and 
miserable, presenting a deplorable sight to the onlooker.2 


Miniature 544, fol. 223r (Fig. 529): The miniature is painted below this passage. It 
represents the Byzantines hiding from the enemy and fleeing in a peculiar manner. 
Several naked men are depicted in a kind of underground passage, beyond the sides 
of which heads and flowers extend. A few plants, similar to those seen in the 
previous miniature, decorate this scene. The miniature is captioned: oi óiaguOÉvreq 
EV Taig Acxpaic kai várraic Kai rai OUVAYKEIOIG TOv OPEWV rreCol Kai yupvoi. 

The artist literally rendered the word yuuvoi of the text by painting naked people, 
instead of unarmed soldiers. They recall the Damned seen in representations of the 
Last Judgement, by which the artist was obviously inspired. 


Text: The magistros Georgios Maniakes (previously sent by the Empress Zoé to 
Italy) killed the protospatharios Pardos, who was appointed his successor by the 
Emperor Konstantinos IX Monomachos. He proclaimed himself emperor and 
departed with his army for Bulgaria. When the emperor heard of it, he was distressed 
and sent Maniakes a letter asking him to lay down his arms and promising him every 
favour.? 


meee 
1 THURN, Skylitzes, 424, 62 - 425, 92. 
? THURN, Skylitzes, 425, 92-1. 
3 THURN, Skylitzes, 428, 71-79. 
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Miniature 545, fol. 224r (Fig. 930): The miniature, painted below this passage, 
represents the emperor dispatching his letter to Georgios Maniakes. Konstantinos IX 
Is portrayed enthroned to the left. He hands a letter over to an envoy, behind whom 
another man stands (0 BaciAeüg Kwvatavtivoc 6 Movopuáyoc atéAAwvy YPGHpOTO TH 
Maviakn). The envoy is again depicted on his way to Maniakes, holding the letter and 
a staff. Georgios Maniakes is shown sitting with crossed legs on a large throne 
(Tewpylo¢g ò Maviakng¢). He is clad in a gold cloak and Wears a crown. He stretches 
his hand out to receive the letter offered to him by the envoy. A purple tent with a 
round shield attached at the top is painted in the background; three ships are 
distinguishable behind the throne. 


Text: As Georgios Maniakes rejected the request of the emperor, the latter sent an 
army against him under the leadership of the sebastophoros Stephanos. In the battle, 
which took place at Ostrovos in the Marmorion, the troops of Stephanos were put to 
flight. Maniakes himself led his soldiers and broke through the phalanxes of the 
enemy. 

Miniature 546, fol. 224v, top (Fig. 931): The miniature, painted below this passage, 
depicts the defeat of the imperial forces by the troops of Maniakes. The latter is 
shown on a white horse, raising his sword and leading his cavalry (Fewpyioc 6 
Maviakns). To the right, Stephanos, riding on a red horse, follows his men who flee 
and looks backward at Maniakes (6 [2]tepavog kai oi mepi aüróv Pupaior). The 
cavalries have similar armour. 


Text: Georgios Maniakes suddenly fell from his horse and died. His head was cut off 
and his soldiers captured The victory was reported to the emperor, and a few days 
later Stephanos arrived in the capital with the captives and the head of Maniakes. In 
a triumphal parade through the P/ate/a, the head was impaled upon a lance and 
carried at the front of the procession, followed by the rebels mounted on asses. 
Stephanos came afterwards, riding a white horse.2 


Miniature 547, fol. 224v, bottom (Fig. 932): The miniature, painted below this 
passage, shows the triumph of Stephanos in Constantinople. Konstantinos IX is 
portrayed sitting with crossed legs inside an architectonic complex (ò BagiAEtc 
Kwvotavtivog ó Movoydayoc). Two men appear behind the building. A horseman 
rides towards the emperor, holding a lance on top of which the head of Maniakes is 
impaled (rj kepaArj Mavidkn). This personage is mistakenly identified by the rubricator 
as Ò ZtTEpavos BaoráCuv Tr KEdaAnv roO Maviákou £rri oóparoc.? Three rebels are 
depicted behind him, mounted on asses. Stephanos follows behind, riding a white 
horse, as mentioned in the cited passage. 





! THURN, Skylitzes, 428, 79-87. 

? THURN, Skylitzes, 428, 87-2. o E 

3 See also M. MC CORMICK, Eternal Victory. Triumphal Rulership in Late Antiquity, 
Byzantium and the Early Medieval West, Cambridge 1986, 418. 
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Text: On the twentieth of February, the Patriarch Alexios died. Michael Keroularios 
was installed in his place on the feast of the Annunciation. He had been a monk ever 
since loannes Orphanotrophos had exiled him for conspiracy. 


Miniature 548, fol. 225r, top (Fig. 933): The miniature, painted below this passage, 
depicts the enthronement of Michael Keroularios and his previous banishment. In the 
left scene, Michael is shown enthroned inside a church. He holds a patriarchal rod 
and raises his hand. Two clerics stand in front of him. This scene is captioned, 
TIPOXEIPIOHOG MixanA KnpouAapiou giç tov TAS rrarpiapxiag Opóvov. In the right 
scene, Michael Keroularios is lead away from a church by a man in a short tunic. The 
caption to this scene reads, é€opia MixarjA KnpouAapíou rrapá roO Opdoavorpódou. 


Text: On the second of May, loannes Orphanotrophos was blinded on Theodora's 
command or, according to another rumour, on the emperor's orders. Orphanotrophos 
died on the thirteenth of July.2 


Miniature 549, fol. 225r, bottom (Fig. 533): The miniature is painted below this 
passage. It depicts the blinding and the death of loannes Orphanotrophos in two 
scenes very reduced in their iconography. To the left, Orphanotrophos is shown lying 
on the ground, while an executioner kneels on him and blinds him. The caption 
reads, ruóAo0rai Opdavotpddoc. To the right, Orphanotrophos is depicted lying on 
the ground, wrapped like a mummy. A man and a woman bend over him and make 
mourning gestures. Above them, kai Woe Ovrjoke is written. Their presence is not 
justified by the text, but they belong to the standard iconographic formula of death 
scenes. 


Text: The sebastophoros Stephanos was accused of conspiring against the emperor 
and planning to install the patrikios Leon, the son of Lampros, as emperor. 
Stephanos was banished, while Lampros was cruelly tortured, blinded and paraded 
through the Forum. He died shortly thereafter.? 


Miniature 550, fol. 225v, top (Fig. 934): The miniature, painted below this passage, 
illustrates the disgrace of Lampros and his blinding in two scenes. Lampros is 
depicted naked to the left with his hands bound on his back. A man stands behind 
him and whips him, while another one pulls him with a rope. The caption to this 
scene reads, ò Aóyrrpog rmrourreUerai. To the right, Lampros lies on the ground, still 
naked. A man kneels on him and blinds him. A dead body, completely wrapped in 
cloth, is shown in the foreground. The caption refers to the blinding of Lampros and 
reads, kai ràc ÖYEIÇ mnpoürai. 


Text: The Russians made an expedition against the Byzantine capital (1043 A.D.). A 
quarrel had arisen with some Scythian merchants at Byzantium and a prominent 
Scythian was killed. Vladimir, the Russian ruler, brought together a large army and 
es 

! THURN, Skylitzes 429, 18-21. 

? THURN, Skylitzes, 429, 24-28. 

3 THURN, Skylitzes, 429, 29 - 430, 34. 
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marched against the capital. When Konstantinos IX heard of it, he dispatched an 


ambassador asking him not to break the peace. Vladimir, however, humiliated the 
envoys and sent them away. 


Miniature 551, fol. 225v, bottom (Fig. 535): The miniature, consisting of two scenes, 
is painted between the lines of this passage. Konstantinos IX is portrayed sitting with 
crossed legs on a high-backed throne. He hands a letter to one of the two 
ambassadors standing in front of him. A large tent and a ship are shown behind the 
emperor. The caption reads as follows: Kuvoravrivoc 6 Movopáyxog ėkTTÉuTTWV TO) 
BAadiunpw rrpéocptic. To the right, Vladimir is depicted sitting on a high-backed 
throne and addressing the two envoys. This scene is captioned, ó BAaóiunpog 
GTTOTIÉLITTO)V TOUG TIPEGBEIC ToO paciAéuq. 


Text: Konstantinos IX prepared the imperial war-ships and other vessels. He went 
himself aboard the imperial dromon and sailed out to challenge the Scyths at Pharos. 
A large cavalry unit followed by land.2 


Miniature 552, fol. 226r, top (Fig. 536): The miniature is painted below this passage. 
It depicts the Byzantine forces advancing against the Scyths. The emperor is shown 
sitting in a ship (Kwvotavtivog ò BaciAeUq 6 Movoyayoc). A helmsman stands behind 
him and a few oarsmen opposite him. Helmsmen and oarsmen sit in three more 
ships, depicted in the middle. The imperial fleet is followed by a group of cavalrymen 
holding lances. 


Text: The two naval forces stood face to face, but neither went into action. As the 
evening approached, the emperor sent another peace delegation to Vladimir. The 
latter again sent them away, saying they would only lay down their arms if the 
emperor gave three pounds of gold to each of his armies.3 


Miniature 553, fol. 226r, bottom (Fig. 536): The miniature is painted between the lines 
of this passage. It consists of three scenes, displaying the delegation of the emperor 
to Vladimir. Konstantinos IX is depicted to the left, like in the miniature on fol. 225v 
bottom (Fig. 535); he sits with crossed legs on a high-backed throne and hands a 
letter to the first of the two envoys standing in front of him. A tent and three ships are 
visible in the background. This scene is captioned, Kwvotavtivog ó Movoydayoc 
TEUTTE! TGAIV TIPEOBEIS TH BAGdiuNpw. In the middle of the miniature, the envoys are 
depicted on their way to Vladimir. The latter is depicted to the right, sitting on a 
similar throne to that of the emperor and clad in golden garments. The emperor's 
envoys stand in front of him; one of them presents him the letter, but Vladimir 
emphatically refuses it by turning his head to the other side. The caption to this scene 
reads, ò BAaóiuinpóg kai rráAiv TOUS rrpéofeic ATipwes é&£&rrepuev. 





! THURN, Skylitzes, 430, 35-54. 
? THURN, Skylitzes, 431, 58-63. 
3 THURN, Skylitzes, 431, 63-70. 
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Text: Konstantinos IX ordered the magistros Basileios Theodorokanos to take three 
Swift vessels and sail towards the Scyths. He attacked the middle of their fleet, 
burned seven ships with the Greek fire, and sank three with all their men. He also 
captured another ship by boarding it himself, slaying a few members of the crew and 
overwhelming the rest. 


Miniature 554, fol. 226v (Fig. 937): The miniature, consisting of two scenes, is 
painted between the lines of this passage. The state of preservation is poor. To the 
left, one can distinguish the emperor sitting with crossed legs on a high-backed 
throne and making a gesture of command. Three ships with oarsmen and crew are 
depicted in front of him. The long caption to this scene paraphrases as usual the text 
of Skylitzes and reads as follows: Kwvatavtivog Movouaxoc ó DaciAEUg TÉTEL 
BaoíAeiov O£oówpokávov uerà Tp£lG rpir]peic drromreipácao8ai rOv XkuOüv. The right 
scene represents the Byzantines attacking the Scythian fleet. A helmsman and an 
oarsmen sit in a ship, depicted in the middle. A man stands among them and raises 
his sword. Possibly the same man, Theodorokanos, jumps into the first of the 
Scythian ships, arrayed to the right. Above him, another long inscription reads, ó dé 
Oeodwpokavoc, tig uécoug aüróv wOnoas, érrrà okádn TH UYPW Tupi EKaugE, 
exeipwoato dé kai £v .... 


Text: Seeing the emperor approaching with the entire fleet, the Scyths turned to flee. 
They came into waters with reefs and underwater rocks and abandoned their ships. 
Then, the Byzantines attacked them from land. About fifteen thousand corpses were 
found lying on the beach.? 


Miniature 555, fol. 227r (Fig. 938): The miniature is painted below this passage. It 
was executed by the Byzantine painter A1, as were all the miniatures of this quire, 
which is the last one of the manuscript (no. 30). A ship is represented in the middle. 
Byzantine soldiers attack its crew from all Sides, and slay them with swords. Above 
the scene, 'Pwpaîoi ToU ZkKU@ac ... kreivouoi is written. 


Text: On the feast of the Holy Forty Martyrs, Konstantinos IX went in public 
procession to venerate the Saints. He left the palace on foot, and when he arrived at 
the Church of the Saviour at the Chalke, a voice was heard from the crowd, saying 
that they did not want Skleraina (the mistress of the emperor) for empress and their 
mothers, the purple-born Zoé and Theodora, put to death because of her. In the 
ensuing commotion the emperor could have been killed, had not the empresses Zoé 
and Theodora appeared above and calmed the crowd.? 

Miniature 556, fol. 227v (Fig. 539): The miniature is painted between the lines of this 
passage. Konstantinos IX is depicted to the right, clad in imperial costume with the 
foros and raising his hands in surprise. A group of men in long tunics stand behind 
him, while another group of people is shown to his right. One of them, wearing a 





! THURN, Skylitzes, 431, 70-80. 
? THURN, Skylitzes, 431, 80 - 432, 88. 
3 THURN, Skylitzes, 434, 51-64. 
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white skaranikon, raises his hand in a gesture of protest. To the left, not only Zoë and 


Theodora, but four women wearing imperial crowns appear on the balcony of a 
building. 


Text: During the reign of Basileios Il, Georgios, the chieftain of the Iberians, raised 
arms against the Byzantines. lovanesikes, the ruler of Anion, was an ally of 
Georgios. When the emperor went to Iberia and defeated Georgios, lovanesikes, 


fearing the emperor, deserted Georgios and surrendered himself and the keys to the 
city of Anion to the emperor.! 


Miniature 557, fol. 228r (Fig. 540): The miniature is painted below this passage. 
Basileios Il is portrayed enthroned inside a building. He is clad in imperial costume 
with the /oros and raises his hand. The inscription wrongly identifies him as 
Kwvotavtivog BaociAeUc ó Movopáyxoc. lovanesikes stands opposite him, stretching 
his hand out (0 Baveoíknc).? One cannot know if he was holding the keys of the city, 
because the paint around his hands has flaked. A group of men stands to the right. A 
few of them are shown with veiled hands, others are talking among themselves. 


Text: The Emperor Basileios I| and lovanesikes agreed that after the death of the 
latter, Anion should pass into the hands of the Byzantines. When lovanesikes died 
his son and successor Kakikios refused to hand over Anion and Great Armenia to 
Konstantinos IX, who was then emperor. The emperor sent an army under the 
leadership of the vestes Michael lassites against him. The Byzantines allied 
themselves with Aplesphares, the ruler of Tibion and Persarmenia around the river 
Araxes, who captured many of Kakikios' fortresses. As Kakikios realised that there 
was no hope for him, he contacted the parakoimomenos Nikolaos and surrendered 
through him the city to the emperor.? 


Miniature 558, fol. 228v (Fig. 541): The miniature is painted below this passage and 
reveals a composition similar to that seen in the previous miniature. Konstantinos IX 
is shown enthroned inside an edifice and stretching his hand out (Kwvotavtivoc 
pacileüg ó Movoniáxoc). Kakikios stands in front of him and raises his hands (ò 
Kakikioc). A group of men in long tunics are depicted to the right. 


Text: Konstantinos IX turned against his ally Aplesphares, because the latter refused 
to hand over the fortresses he had captured. Aplesphares lured the Byzantine army 
into a trap and killed a huge number of soldiers.4 

Miniature 559, fol. 229r (Fig. 542): The miniature is painted below this passage. It 
illustrates the defeat of the Byzantines by Aplesphares. To the left, Aplesphares is 
depicted with a round shield and lance, leading his cavalry (ó AttAnodapng kai oi uer 





! THURN, Skylitzes, 435, 72-83. 

? The spelling of this name in the inscription is different from that of the text (Ioaveoikng). 
3 THURN, Skylitzes, 435, 88 - 437, 27. 

^ THURN, Skylitzes, 437, 36 - 438, 58. 
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autod). He strikes the flag holder of the Byzantines, who flee to the right (‘Pwyaiwy 
Tporrr]). A few soldiers lie dead on the ground. The cavalries wear similar armour. 


Text The Byzantines came to the fortress of Chelidonion, built on a precipitous 
mountainside not far from the city of Tibion. They surrounded it with trenches and 
palisades and tried to take it by Starving it out. 


Miniature 560, fol. 229v (Fig. 943): The miniature, painted below this passage, shows 
the siege of Chelidonion by the Byzantines. Chelidonion is depicted to the left as a 
round fortress. Two soldiers stand on the ramparts, holding stones and repelling the 
arrows of the Byzantines with round shields. Above them, the word l'ófapoi is 
written.? A soldier stands in front of the gate of the fortress and tries to Open it with an 
axe. In the middle, two archers shoot arrows from a trench ( Prpaior). A tent is seen 
on the right. In its interior three men are depicted sitting at a table and conversing. 


Text: This passage recounts the uprising of the patrikios Leon Tornikios. A general in 
Iberia, he was accused of usurpation and tonsured as a monk, then ordered to 
remain at home in Adrianople. Little by little he secured the support of many 
commanders in Macedonia and Thrace. When he had raised an adequate army, he 
proclaimed himself emperor (1047 A.D.).? 


Miniature 561, fol. 230r, top (Fig. 544): The miniature, painted below this passage, 
shows the proclamation of Leon Tornikios. A round fortress is depicted to the left, 
probably suggesting Adrianople. Leon Tornikios is portrayed standing on a shield 
raised by two men in short tunics. He is clad in imperial costume with the /oros and 
raises his hand. The scene is flanked by a group of dignitaries. The miniature is 
captioned, ò rrarpíkiog A£uv 6 Topvikiog avayopevetat BaolAEuc. 

Skylitzes does not describe the proclamation of Tornikios at all. Among the 
historiographers who report this episode, Michael Psellos, who was alive when it 
occurred, states that Leon Tornikios was raised on a shield and proclaimed 
emperor.^ Other miniatures in our manuscript, illustrating several proclamations of 
emperors by the army, do not show an elevation on the shield;? one may therefore 
assume that the miniature was copied from another manuscript, in this case, an 


——————— — — 

! THURN, Skylitzes, 438, 72-75. 

? The l'óBapor are not mentioned in the text of Skylitzes. The other sources do not relate 
this episode. 

? THURN, Skylitzes, 438, 77 - 439, 88. 

^ PSELLOS, Il, 18, 1-5: ... 6iampérrei £cOflm Koourjigavrec, aipouaiv ém' datidoc. The 
authenticity of the information by Psellos, with regards to Tornikios' elevation on a shield, was 
doubted by some historians, who claimed that this early type of proclamation reappeared only in 
the thirteenth century: TREITINGER, Reichsidee, 23. 

5 The raising on the shield on fol. 10v is also copied from another text, as already noted 
(Fig. 3). 
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illustrated Psellos chronicle.! | have already suggested that more Scenes in the 
Skylitzes Matritensis were copied from a Psellos chronicle (Figs. 489, 509, 521). 


Text: Leon Tornikios appeared with his troops before the walls of Constantinople. 
The Emperor Konstantinos IX immediately sent an envoy to the general Konstantinos 
in Iberia, ordering him to return as quickly as possible with all his forces to the 
capital.? 
Miniature 562, fol. 230r, bottom (Fig. 244): The miniature is painted between the lines 
of this passage. The fortress of Chelidonion is depicted to the left (Tò Ppoupiov 
XeMidoviov). Two soldiers defend it from its ramparts, one with a sling and the other 
with a sword. A man with an axe attacks the gate of the fortress. In the middle, an 
emperor is depicted inside a tent. He is inscribed as Kwvotavtivoc 6 BaciAeUcG ò 
Movopaxos. He is clad in golden imperial costume with a Y-shaped /oros and brings 
his hand before his chest. A servant stands to the left, while another one receives a 
letter from an envoy, inscribed as 6 tò vpáuua KouíCuv. To the right, a man is 
depicted holding the reins of the envoy's horse. 

The miniature represents the imperial messenger arriving before the general 
Konstantinos while he was besieging Chelidonion. The artist, however, depicted the 
Emperor Konstantinos IX Monomachos instead of the general Konstantinos. 


Text: Leon Tornikios reached the capital before the general Konstantinos arrived and 
set up a palisade opposite to Blachernai, near the Monastery of the Sts. Anargyroi. 
After trying in vain to gain the support of the citizens with promises, he went into 
action.3 


Miniature 563, fol. 230v, top (Fig. 545): The miniature, painted between the lines of 
this passage, depicts the forces of Leon Tornikios arriving before the walls of 
Constantinople. A fortress is depicted to the right, inscribed as rj llóAic. Two men in 
short tunics attempt to break down its gates with axes. A group of horsemen in scale 
armour holding flags and lances marches towards the city. Above them, the 
inscription Ò tratpikiog Aéwv ò Topvikioc is written, obviously referring to the 
horseman leading the cavalry. 


Text: Konstantinos IX stationed the citizens on the walls. He dug a ditch outside the 
Blachernai Gate and positioned the one thousand soldiers he could assemble behind 
it. The magistros Argyros Italos advised him in vain to keep them inside the walls. 
The emperor, supported by Konstantinos Leichoudes, sent forth the soldiers in the 





1 Grabar, in GRABAR-MANOUSSACAS, Skylitzés, 150, proposed another interpretation. 
He claimed that the elevation on a shield reflected the militarisation of the Byzantine empire 
under the Komnenoi; the miniature of fol. 10v should also be seen in this light. If so, one 
wonders why the artist did not paint more elevations on shields, considering the numerous 
opportunities afforded to him by the text. 

? THURN, Skylitzes, 439, 88-94. 

? THURN, Skylitzes, 439, 10 - 440, 16. 
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late afternoon; they were put to flight by the attackers, who crossed the ditch without 
difficulty. Many of the defenders were killed or captured. The citizens deserted the 
walls by leaping down from them, while the door keepers opened the gates wide.’ 


Miniature 564, fol. 230v, bottom (Fig. 546): The miniature is painted between the 
lines of this passage. It illustrates the battle between Leon Tornikios and the imperial 
soldiers before the walls of Constantinople. The city is depicted to the left (ñ NOAic). 
On the ramparts, a soldier and two archers are depicted. The rubricator arbitrarily 
identified one of them as ò A€\xoudn¢. Two soldiers fall from the walls. In the middle, 
a dark surface suggests the ditch mentioned in this passage. Three soldiers fall dead 
behind it. To the right, an archer and a few footmen holding lances advance forward, 
led by a horseman. Above them, Agwv 6 Topvikiog kai oi yet’ aüro0 TpETTOUCI TOUG 
£vOOv is written. 


Text: Leon Tornikios was later abandoned by many of his supporters, who defected 
to the magistros Michael lassites. He fled with loannes Vatatzes and sought refuge in 
a church in Arkadioupolis. lassites arrested them and brought them in chains to the 
emperor, who blinded them.? 


Miniature 565, fol. 231v (Fig. 547): The miniature is painted below this passage. 
Konstantinos IX is portrayed enthroned inside an edifice (Kwvotavtivoc BaciAeUG 6 
Movoudxos). He is clad in imperial costume with the /oros and stretches his hand out. 
Two guards stand behind him, one of whom holds a sword and a kite-shaped shield. 
A servant is depicted in front of the emperor introducing the two captives, whose 
heads and hands are bound to wooden planks. Three men in long tunics follow them. 
The miniature is captioned drr£oreiAev TO) BaoiAet árrocráraq TIETTEONUEVAS O laaiírng. 


Text: In the time of the emperor Basileios Il, Persia was ruled by Mouchoumet. 
Fighting against India and Babylon, he sent ambassadors with rich gifts to the ruler of 
Turkey and asked for three thousand mercenaries.? 


Miniature 566, fol. 232r (Fig. 548): The miniature, painted below this passage, shows 
the delegation of Mouchoumet to the ruler of the Turks. The latter is depicted sitting 
to the right on a foldingchair (ò Gpxwv Toupkiac). He has long hair and wears a 
crown. He receives three ambassadors, who stand in front of him and hold gifts (oi 
ToO Mouxoüper rrpéoerc). Behind them, their horses are bound to a pole. A group of 
horsemen holding lances and a flag follows. They are inscribed as the men of 
Machoumet (oi Tod MouxoüUptrT), but they may very well designate the mercenaries 
given to him. 


Text: Mouchoumet raised an army of about twenty thousand Saracens and Persians 
and sent it to fight the Turks (who had mutinied). When Tagrolepex, the commander 


n ———— a 
! THURN, Skylitzes, 440, 16-37. 
? THURN, Skylitzes, 442, 73-81. 
3 THURN, Skylitzes, 443, 4-9. 
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of the Turks, learnt of the campaign, he mounted a Surprise attack and ambushed the 
Saracens and Persians while they were Sleeping in their tents.’ 


Miniature 567, fol. 232v, top (Fig. 549): The miniature is painted below this passage 
and shows the Turks attacking the Saracens and Persians. The colours are flaked, 
especially in the right part of the miniature. A group of horsemen holding lances is 
depicted to the left. In the middle, a man in a short tunic Is shown standing and 
holding a sword and a round shield. Above him, 6 TayypoArmng is written. He attacks 
a group of Saracens and Persians on horseback holding lances; among them, two 
archers can be distinguished (Zapaknvoi kai Mepoai). A few soldiers lie dead on the 
Persian side. The artist did not illustrate the cited passage literally by depicting tents, 
but used a cliché battle scene displaying horsemen mainly clad in Byzantine armour. 


Text: Mouchoumet was enraged by this defeat. He blinded the ten commanders who 
led the expedition and threatened to publicly parade the soldiers who had fled in 
women's clothing.2 


Miniature 568, fol. 232v, bottom (Fig. 990): The miniature is painted below this 
passage. It illustrates the blinding of the ten commanders and humiliation of the 
soldiers of Mouchoumet. Mouchoumet is depicted to the left sitting on a folding chair 
inside an edifice. On top of the pediment, a statue of a warrior holding a lance and a 
shield is depicted. Mouchoumet sports a turban and scale armour over a red tunic; 
he makes a commanding gesture. A group of men in long tunics and veiled hands 
stands opposite him. The right part of the miniature is badly preserved. One can, 
however, distinguish a group of men clad in long tunics and wearing peculiar conical 
hats; with this the artist suggests they are soldiers clad in women's dresses. They are 
tied and dragged by a man in short tunic. A similar scene appears to the right, where 
the word oi ōnueuópevoi is written above the men. Between these two groups a 
blinding scene is depicted. Three men hold a man by his feet and head, while a 
fourth one in the background holds an instrument. The miniature is captioned as 
follows: ó Mouxoüper, Tous £auroü OTPATNYOUS ETUMAWOEV kai TOUG 6iacu8Évrac áró 
Tfjg rporrg OTpatiwtag éóruguce. Above the name of Mouxoüper, the word 6 
TayypoAntin€ is struck through.? It is interesting to observe that Mouchoumet's threat 


———————— FQ 

! THURN, Skylitzes, 444, 31-39. 

? THURN, Skylitzes, 444, 46-49. 

3 The verb £órjpeuoce, found in the inscription, does not appear in the cited passage of the 
Skylitzes Matritensis; one finds there the word OpiapBeUcsiv, which also appears in the 
Neapolitanus and Vat. gr. 161. Other Skylitzes manuscripts, however, read Snyevoelv (they are 
mentioned in the apparatus criticus by THURN, Skylitzes, 444, 49). Manoussacas, in GRABAR- 
MANOUSSACAS, Skylitzés, 8-9, claimed that the rubricator copied the word £&órjuguos of the 
caption from the text of the model of the Matritensis. He used this observation as an additional 
argument for the theory that the Matritensis is a copy and not an ad hoc production. 
ŠEVČENKO, Skylitzes, 129, note 45, however, remarked that the rubricator of the Matritensis 
could himself have substituted OpiayBevelv with Snpyeverv, which is a lower style equivalent of it. 
The inscriptions of the Matritensis frequently diverge from the text, e.g., oi aTToKpicldpio! in the 
inscription of the miniature on fol. 168r instead of oi rrpéotig in the text (Fig. 422). 
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to ridicule his soldiers, which he did not follow through on, was Sufficient to inspire 
the artist to paint them in women's clothes 


Miniature 569, fol. 233r, top (Fig. 951): The miniature, painted below this passage, 


Text: After Tagrolepex was proclaimed king of Persia, he removed the guard post of 
the bridge over the river Araxes and gave the Turks free access to Persia 2 


Miniature 570, fol. 233r, bottom (Fig. 551): The miniature is painted below this 


Text: Tagrolepex, meanwhile entitled Sultan of the Persians, entrusted his nephew 
Koutloumous with an army, who marched against the Arabs. He was defeated and 
fled in shame. On his way back, he was about to cross Media, also known as 


with raised hands in a gesture of entreaty (oi TIPEGBEIS THV Mepowv). Their horses 
are depicted to the right, tied to a tree. 


Text: Stephanos considered the request of the Persians cowardly and raised an army 
against them. Koutloumous was Struck with anxiety, because his people were all on 
foot and unarmed due to the previous defeat. Against his will, he was forced to fight. 


eee 


' THURN, Skylitzes, 445, 51-59. 
? THURN, Skylitzes, 445, 63-65. 
3 THURN, Skylitzes 446, 78-84. 
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Stephanos’ troops were routed, while he himself was taken prisoner with many 
others. 


Miniature 572, fol. 234r, top (Fig. 953): The miniature, painted below this passage, 
illustrates the defeat and Capture of Stephanos by Koutloumous in two scenes 


2TEpavov). A soldier, obviously suggesting Stephanos, falls from his horse. In the left 
scene, Stephanos is dragged as a Prisoner behind a group of cavalrymen. The last 
horseman of the group pulls a rope with which the hands of Stephanos are tied. 


Text: The Sultan Tagrolepex advanced against Koutloumous, who had seized the 
strongly fortified city of Pasar. But Koutloumous repeatedly opened the gates of the 
city and inflicted severe losses to the Sultan’s army.? 


and gallops towards the enemy; they are, as usual, clad in Scale armour and hold 
lances; Koutloumous can be distinguished at the head of the cavalry by his red, kite- 
shaped shield (6 KourAoupoUc). The Sultan's horsemen are clad in tunics of various 
colours, while he himself seems to be wearing golden armour (6 2OUATAVOC). 


Text: The passage refers to the situation in Abasgia. Liparites revolted against 
Pankratios, the ruler of Iberia, and forced him to flee. While he was negotiating an 
aliance with the Emperor Konstantinos IX, Pankratios sent messengers to the 
emperor asking to be received in Constantinople.3 


Miniature 574, fol. 234v (Fig. 555): The miniature, the last of the manuscript, is 
painted below this passage. As its state of preservation is Very poor, no details can 
be distinguished. One can, however, discern that the messengers of Pankratios are 
depicted to the left: Konstantinos IX is shown enthroned inside an edifice 
(Kwvotavtivos ó Baoileuc 6 Movopáxoc). Pankratios stands in front of him, 
stretching his hand out (ò llaykpárioc). The paint remnants to the right are not 
sufficient for identifying the scene. 


The end of the codex is lost. The missing text corresponds to approximately 50 
pages of printed text.4 An illustrated quire of the Skylitzes Matritensis corresponds to 
0-20 pages of the printed text. Thus three to four illustrated quires are missing from 
the end of the manuscript. 


eee 
' THURN, Skylitzes, 446, 85-91. 
* THURN, Skylitzes, 447, 9-19. 
° THURN, Skylitzes 447, 24 - 448, 39. 
* THURN, Skylitzes, 448, 39 - 500, 3. | 
? The first quire corresponds to eight pages of printed text (THURN, Skylitzes, 3-8), while 
quire 24 corresponds to twenty pages (THURN, Skylitzes, 327-347). 
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CONCLUSION 


The examination of the relationship between text and image has led to, among other 
results, two significant conclusions: First, the Skylitzes Matritensis is a copy and not 
an ad hoc production. Second, the illustrations of the Skylitzes Matritensis prove the 
existence of other, now lost, illustrated chronicles. The last conclusion is of great 
importance for chronicle illustration in Byzantium, as only the Skylitzes Matritensis 
has been preserved from this book category. 


The following mistakes found in the miniatures indicate that the Skylitzes Matritensis 
IS a copy: 

A series of miniatures have changed places. This is even more surprising, as the 
miniatures are normally painted in the immediate proximity of the passage which they 
illustrate; that is, immediately before or after it, or between its lines. The disturbed 
sequence of these miniatures can only be explained if we suppose that they were 
copied from the model in the wrong order.! In another instance, the miniatures were 
mistakenly copied twice from the model, e.g., on fols. 19v top and 20r (Figs. 29, 31)? 

Some details in the miniatures reveal that the illustrators were copying and not 
independently composing the scenes. The best example of this is the miniature of fol. 
195r (Fig. 466). The caption referring to Konstantinos Diogenes is based on the text 
of the Skylitzes Matritensis, which contains no mention of the knife Diogenes used to 
strike Sermon.? However, the miniature shows a knife, which means the artist did not 
create the scene by reading his text, but copied it from a model which included the 
knife. The miniature of fol. 125r bottom shows a man who in the model probably held 
a censer, but the censer was not copied by the artist (Fig. 292). 

The many errors in the inscriptions and captions to the miniatures also supply 
evidence to support the theory that the Matritensis is a copy and not an ad hoc 
creation. In the illustrated prototype, the inscriptions must have been in agreement 
with the text and correctly combined with the miniatures or the figures they 
accompanied, because one expects that the rubricator wrote them after reading his 
text.4 In the inscriptions of the Skylitzes Matritensis, however, names of persons 
appear in different variants among the miniatures and are also different from the 


n ———— — He 

! E.g., fols. 26r bottom and 26v top, or fols. 116r bottom and 116v top (Figs. 49, 50, 268, 
269). 

? For a series of similar errors, made during the illustration of the Octateuchs, see 
LOWDEN, Octateuchs, 67-78. 

3 As the missing line containing this detail was later added in the margin by a fifteenth- 
century hand, the artist could not have taken it into consideration. 

^ See on this WEITZMANN, Illustration, passim. |. SPATHARAKIS, Observations on a few 
Illuminations in Ps.-Oppian's Cynegetica MS. in Venice, in: SPATHARAKIS, Studies, 156; idem, 
The Working Methods of the Artist of Ps.-Oppian's Cynegetica, in: SPATHARAKIS, Studies, 
169. 
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variants used in the text This means that not all the inscriptions reflect the 
prototype; they were altered in later Stages of the copying process, completed or 
augmented by the various rubricators or readers of the manuscript. Additional 
inscriptions can even be found in the Matritensis itself, e.g., on fol. 181r (Fig. 454). 
The assignment of incorrect inscriptions to a few miniatures also indicates that the 
rubricator copied them in the wrong place rather than composing them from the text 
ad hoc. 

A few inscriptions, e.g. on fols. 51v top and 135r bottom, refer to episodes not 
depicted in the miniature (Figs. 121, 324). These episodes were illustrated in the 
archetype but for various reasons not copied in the Matritensis. 

The large number of errors and their diversity suggest that there were several 
intermediary copies between the archetype and the Madrid manuscript; the exact 
number of copies cannot, however, be established With certainty. 


With regards to the relationship between text and image one may conclude that it is 
in general close. The translation of text to image is achieved in various ways. The 
text was not always fully illustrated. Details were frequently rendered very briefly in 
the illustration or totally omitted. The illustration is sometimes cliché or simplified. On 
fol. 150r, for instance, a typical audience scene and the depiction of an army 
represent the expedition ordered by the emperor, and are meant to portray the 
beginning of a war (Fig. 376). The same is true for the messenger scenes, where the 
representation of horses, usually tied to a tree, is typical,? or for the numerous cliché 
scenes marking the beginning of a new reign by showing an audience scene.? 

In several cases, the miniatures are more detailed than the passage they 
illustrate. The illustrators were capable of depicting an intelligible narrative scene 
from a text passage with minimal information. They used stereotypical iconographic 
formulae which could be applied to several contexts with slight modifications. 
Although the text never describes court or religious ceremonies, the illustrations 
visualise them by using cliché scenes taken from other pictorial sources. This 
procedure will be examined in the next chapter. 


A relatively small number of miniatures deviate from the okylitzes text or cannot be 
sufficiently explained or identified. The following reasons can explain the incongruity 
between text and image: 


1 In the miniature on fol. 135r bottom, two variants of the name of the Russian woman 
appear, OUAya and 'EAya. In the caption of the miniature on fol. 158v we read TGupioKfiv, while 
in the miniature on fol. 159r, top, TZiprakric. On fol. 134v bottom, BoAoowoic is written, instead 
of BoAoooór|s or BoAocoóic found in the text. 

? Fols. 19v, 20r, 20v top, 165r top, 195r, 200r, 230r bottom, 232r, 233v (Figs. 29, 30, 32, 
416, 476, 544, 548, 552). 

3 E.g., fols. 42v, 62r bottom, 106r, 196v etc (Figs. 93, 152, 239, 469). 
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The illustrator of the archetype misunderstood his text 

For many miniatures which cannot be explained on the basis of the text and for which 
no other textual basis can be presupposed it may be assumed that the illustrator of 
the archetype did not understand the text and rendered it incorrectly (e.g., fol. 124r 
bottom; Fig. 289); the errors in the archetype were transmitted to the next copies. 


The illustrator confused the miniatures of his model or details of the scenes. 
We have seen, e.g., the portrayal of an emperor instead of an empress, and vice 
versa (e.g., fols. 49r bottom, 51r, 66r; Figs. 113, 120, 162, 163). 


The illustrator misunderstood his model. 

The miniatures by the painter B5 can serve as an example. He consistently depicts 
the emperor holding a white piece of cloth (e.g., fol. 159v; Fig. 403), a feature which 
has no parallels in Byzantine or Western art. It possibly resulted from a 
misinterpretation of the akakia or the hanging piece of the /oros. 


The illustrators altered their model arbitrarily. 

The painters of the Skylitzes Matritensis obviously did not read the text. They copied 
the miniatures from a model, occasionally modifying the scenes, as a result of which 
the relationship between text and image was disturbed (e.g., fol. 165r top, 202r top; 
Figs. 416, 485). Additionally, certain compositions or elements seem to derive from a 
totally different pictorial context, such as the peculiar depiction of the landscape on 
fol. 223r, or the unjustified expression of grief on fols. 133r bottom and 225r bottom 
(Figs. 529, 319, 533). 


A few deviating miniatures are not based on the Skylitzes text, but illustrate episodes 
or details found in other written sources. 

The following miniatures seem to have been copied from illustrated chronicles which 
are now lost: 


Fol. 10r (Fig. 2): The representation of the patriarch next to the Emperor Michael | 
could be an indication of the special relationship between the two men. The historical 
background for this interpretation is offered by the Chronographia of Theophanes the 
Confessor. 


Fol. 10v (Fig. 3): The elevation on a shield could be based on the information of 
Theophanes and Leon Grammatikos, who mention that Michael | was proclaimed 
emperor in the Hippodrome and later crowned by the patriarch in the St. Sophia 
church. 

Fol. 12v (Fig. 8): The proclamation of Leon V the Armenian and the scene's caption 
concur with the account of Georgios Monachos and Leon Grammatikos, who 
maintain that Leon was proclaimed emperor by the people. 

Fol. 14v bottom (Fig. 16): The caption to this miniature, which mentions the tonsure 
of the fleeing imperial family in the Pharos church, is in accordance with the relevant 
passage in Genesios and Theophanes Continuatus. 

Fol. 16v top (Fig. 20): The battle scene between the Byzantines and the Bulgarians is 
only mentioned in the relevant passage of Zonaras. 
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Fol. 43v top (Fig. 96): The flagellation of Petronas, an episode not mentioned in the 
Skylitzes text, seems to derive from an illustrated Zonaras chronicle. 


Fol. 131r, middle and bottom (Figs. 313, 314): The picture of the Siamese twins fits 
the description by Leon Diakonos, while Skylitzes does not describe them. 


Fol. 151r bottom (Fig. 381): Leon Diakonos emphasises the use of siege engines 
during the siege of Mompsouestia, while Skylitzes does not mention them at all. 


Fol. 151v bottom (Fig. 383): The depiction of Emperor Nikephoros receiving 
messengers corresponds to the narration of Leon Diakonos, while Skylitzes speaks 
of messengers to Leon Phokas. 


Fol. 206v top (Fig. 489): Skylitzes describes the assassination of Romanos Ili very 


briefly. On the contrary, Michael Psellos’ more detailed account explains better some 
details of the miniature. 


Fol. 215r (Fig. 509): The peculiar representation of the proclamation of Petros 
Deleanos cannot be explained on the basis of the Skylitzes text. The iconography 
recalls an elevation on a shield. Michael Psellos indeed reports that Deleanos was 
raised on a shield and thus his narration can elucidate the miniature. 


Fol. 219v bottom (Fig. 521): The embrace of Theodora and Zoé is also based on the 
narration of Michael Psellos. 


Fol. 230r top (Fig. 544): The elevation on a shield of Leon Tornikios is not mentioned 
by Skylitzes. Only Michael Psellos states that Leon Tornikios was raised on a shield; 
he can thus be considered as the basis of this miniature. 


These deviating miniatures do not make use of the written sources mentioned above 
to the same extent. Some miniatures can be fully explained by the writings of 
Zonaras and Psellos and partially by those of Leon Diakonos. The use of illustrated 
chronicles by these authors can be assumed with a great degree of probability for 
these miniatures. In other cases, the correspondence to the detected sources is not 
very obvious or certain: only details of a scene or their accompanying inscriptions 
and captions, not the scene in its entirety, can be explained by these sources. 
However, not all of the frequent errors and modifications of the Skylitzes Matritensis 
presuppose migrated miniatures. 

Theophanes Continuatus, Leon Diakonos and Michael Psellos are the sources 
loannes Skylitzes used to write his Synopsis Historion. Theophanes and Leon 
Grammatikos were not directly used by Skylitzes. The chronicle of Zonaras was 
written after 1118 A.D. As already mentioned, Zonaras used Skylitzes’ Synopsis 
Historion to compose his Epitome Historion. The fact that the Skylitzes Matritensis 
exhibits two miniatures based on the Zonaras chronicle means that an illustrated 
Zonaras chronicle was used for the illustration of the model of the Skylitzes 
Matritensis. We may, therefore, presume that this model was produced after 1118 
A.D. 

One must certainly exclude the possibility that the illustration of the Skylitzes 
Matritensis depended entirely on an illustrated Zonaras chronicle. Although Zonaras 
drew from Skylitzes, his narration diverges from that of Psellos and Diakonos in 
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passages which form the basis of the above-mentioned Skylitzes miniatures. This 
means that scenes from at least two other illustrated chronicles were already 
integrated in the model of our manuscript. With regard to the sources, one may 
deduce from this complicated situation that the illustrators of the Matritensis, and 
possibly of its archetype, applied the same working methods as the author: they used 
already existing pictorial cycles, found in the same chronicles from which the author 
drew. Moreover, in a later stage of the copying process some scenes from the 
chronicle of Zonaras were added. 

The dating after 1118 A.D. only concerns the model of the Skylitzes Matritensis 
and not the archetype, from which certainly several copies should have been made 
and several pictorial recensions developed. We have no way to determine the extent 
to which miniatures of the model were copied, and do not know if the cycle of the 
model was more or less complete than that of the Matritensis. The fact that migrated 
miniatures appear in the entire Matritensis indicates that the cycle of the model was 
copied from beginning to end and not selectively. Since the written sources, as 
considered here, were edited in Constantinople, we may assume that the model of 
the Skylitzes Matritensis was also produced there and that the contamination of the 
Skylitzes cycle with migrated scenes did not occur for the first time in Sicily, where 
the Matritensis was copied. 

Several miniatures were with certainty created for the Skylitzes text. This can be 
established by comparing the Skylitzes passage and the relevant passages in other 
sources for certain miniatures (e.g., fol. 15v; Fig. 18). The miniatures which can be 
satisfactorily explained by the Skylitzes text should be considered as having been 
created for it. It cannot, however, be ruled out that some of the miniatures in the 
archetype were copied from other illustrated chronicles narrating similar episodes. A 
series of miniatures was developed using standard iconographic formulae. Although 
they literally illustrate the Skylitzes text, they were not created especially for it. This is 
the case with the numerous battles scenes of the codex and the stereotype 
coronation scenes. 


A comparison of the same episodes in the Skylitzes Matritensis and the Bulgarian 
Manasses chronicle shows that the miniatures have no similarities. Those of the 
Manasses chronicle exhibit a different iconography and normally illustrate the 
Manasses text or the information added by the Bulgarian interpolator. 


Foti claimed that the illustrations of the Skylitzes Matritensis exhibit a dimensione 
militare, which led her to assign the codex to a royal scriptorium.! This interpretation, 
however, is untenable. The chronicle of loannes Skylitzes is illustrated almost 
uninterrupted. The pictorial programme does not reveal any intention to call attention 
to specific themes. The fact that some folios are embellished with more miniatures 
than others does not lessen this impression. The selection of passages for illustration 
does not exhibit a concrete preference for specific contents; the artists illustrate as 





! FOTI, Scriptorium, 407-408. 
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many episodes as possible. That the miniature C 
scenes results from the fact that the text demands i 
emperor is depicted in half of the miniatures. 

The illustrations do not have an interpretative function or propagandistic purpose. 
They rarely have symbolic meaning, like the scene on fol. 10r, if one accepts our 
alternative interpretation that the miniature expresses the idea of the emperor's reign 
in the name of God. The artist's aim is to offer an objective, visual parallel to the text. 
The creation of the prolifically illustrated archetype of Skylitzes can be logically 
explained if one assumes that it was commissioned by an emperor or presented to 
him by a high secular or clerical official. It was most likely created in the imperial 


scriptorium. As there is no internal evidence for this assumption, other possibilities 
cannot be excluded. 


ycle contains numerous battle 
t. One may remark here that an 


We have already observed that a small number of miniatures do not illustrate the 
wording of Skylitzes and are better explained by other chroniclers. It is logical to 
assume that we are dealing with illustrations which were included in these chronicles. 
The question which arises is whether these deviating scenes were inserted into the 
miniature cycle of the Skylitzes chronicle as we proposed, i.e. by copying other 
illustrated chronicles, or in a different way. 

For establishing the source of the migrated miniatures mentioned above | have 
used the methods applied by Weitzmann.’ He employed the philological methods of 
text criticism in order to examine the relationship between text and image. His theory 
led a few scholars to criticism and to new attempts to explain the discrepancies 
between text and image. An example is given by the study of Geyer on the Vergilius 
Vaticanus, one of the earliest illustrated manuscripts with narrative scenes.? The 
deviations from the text suggest, according to her, the wish of the artist to interpret 
the text according to the contemporaneous Vergilius exegesis. Such an 
interpretation, if correct, cannot be ascertained for the illustrators of the Skylitzes 
Matritensis and is in general invalid for this text category, i.e. chronicles.? The 
miniature cycle, seen as a whole, does not interpret the narration of Skylitzes. In the 
case of deviating miniatures, it supplies further information; the depiction of the 
flagellation of Petronas, for example, supplements the information of the inscription, 
which merely mentions the ride of Theophilos through the market of Constantinople 
(fol. 43v top; Fig. 96). Can we presume that this scene existed independently of an 
illustrated Zonaras chronicle, that the Skylitzes illustrator could have taken the picture 
from somewhere else? 

The medium par excellence for narrative illustrations is the book. Narrative 
illustrations could develop more physically in it than in other art media. There are, 
however, differences among the various categories of books. For theological 
manuscripts, we may assume that certain iconographic types were independently 





1 WEITZMANN, Illustration, 130 ff., passim. 
? GEYER, Genese, passim. p 
> GEYER, Genese, 63, considers the early Christian chronicles didactic-scientific texts. 
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developed in the course of centuries and used to illustrate the Bible, without 
consideration of the relationship between text and image. These types could have 
been available by means of model books and possibly appeared frequently in other 
pictorial media, e.g., monumental painting. The artists could select the type they 
wished from various pictorial sources and illustrate a text with it. For historical 
manuscripts, it is difficult to imagine the same working method. The lack of material 
plays a decisive role in this case. But even so, it is difficult to envisage model books 
containing standard illustrations, e.g., for the life of an emperor, which would be 
adopted to fit a specific emperor. It is difficult to imagine that stories like that of 
Petronas or the Siamese twins were available to the artists in other media than 
chronicles. On the other hand, the existence of model books could be suggested for 
official images, like ceremonial or triumphal scenes. Weitzmann's method can be 
effectively applied for the analysis of the Skylitzes Chronicle Cycle, but should be 
tested each time a certain kind of illuminated text is examined. 

When the Skylitzes text was illustrated for the first time, the painter(s) apparently 
found suitable material to illustrate their text in the illustrated sources from which 
Skylitzes himself drew. The deviating miniatures we detected do not contradict the 
narration of Skylitzes, but supply additional information to it. The painters could have 
found them interesting and copied them. It is hard to believe that they were disturbed 
by the fact that this additional information was not explicitly mentioned by Skylitzes. 


CHAPTER FIVE 


THE ICONOGRAPHY OF THE SKYLITZES MATRITENSIS 
AND ITS SOURCES 


INTRODUCTION 


Although general studies! or studies on specific themes? exist for the Skylitzes 
Matritensis, a systematic examination of the iconography in detail has not yet been 
attempted. The only scholar to have examined the iconography of the miniatures in 
their entirety is Grabar. He explained the prominent position which the cycle of the 
codex takes by the fact that the miniatures were executed by two groups of 
illustrators of different artistic backgrounds, a Byzantine and a western group 
showing Arabic influence. His iconographic study dealt with specific similarities and 
parallels between these two groups. He assumed that the immediate model of the 


'Matritensis was a South Italian manuscript, in which the combination of Byzantine, 


western and Arabic elements already existed. He dated this model to the end of the 
eleventh century and came to the conclusion that the Skylitzes Matritensis was 
based on a Constantinopolitan archetype. 

The problem with studies of specific themes or subjects is that the material is 
unequally treated. The iconography of Byzantine miniatures was not compared to 
that of western ones, that is, the miniatures were not considered as representatives 
of different traditions.? The absence of attention to contextual detail in these studies 
and in the study of single miniatures obviates any conclusions about the making of 
the illustrations which could be generally accepted.4 

The analysis of the relationship between text and image has shown that the 
Skylitzes Matritensis presupposes the existence of an illustrated Skylitzes chronicle, 
which the painters used to embellish the Madrid copy. The illustrators copied from 
this model and possibly illustrated some passages for the first time. One may also 


! GRABAR-MANOUSSACAS, Skylitzés, 143-166. 

2 HOFFMEYER, Military Equipment; WALTER, Coronation; ‘dem, Saints; PILTZ, Skylitzes; 
OIKONOMIDES, Eparch. 

3 Hoffmeyer spoke of 'the first, the second etc. main painter', but she did not describe their 
Stylistic or iconographic characteristics. Only the third ‘main painter’ was curiously enough 
characterised as ‘Russian or Scythian’. 

^ Piltz and Oikonomides examined a single miniature each and advanced theories 
concerning the model and the provenance of the codex. Both of these works can serve as an 
example of how the examination of a single miniature, isolated from the context of a huge and 
complicated cycle, may lead to untenable conclusions. 
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presume that the model was not Slavishly copied. The task of the following Study is to 
examine the iconography of the miniatures and possibly find out what the model 
looked like. This examination will be undertaken after dividing the miniatures in 
various subject categories. For these categories, pictorial sources will be Sought and 
the scenes will be assigned to Specific pictorial traditions. 

There are two miniature groups in the Matritensis, as we already know: one 
painted by Byzantine artists and the other by western ones. My primary task is to 
compare the iconography of these two groups. The criteria for this distinction is 
naturally of stylistic nature: however, although a strict Separation between style and 
iconography is impossible, it is necessary here for practical reasons. The painters, 
seven in number, can be distinguished relatively clearly.1 The question which arises 
is, what is the relation among the illustrations of the various illustrators from an 
iconographic point of view? Do the illustrators differ only in style, or also in 
iconography? The study of how a certain subject is rendered by the various 
illustrators of the codex, who differ in style and artistic training, will be decisive for the 
elucidation of the character of the immediate model. This study is of iconographic 
character and will examine differences and similarities of the compositions, as well as 
the scene elements and features exhibited by the various painters of the codex. 
These differences and similarities will be pointed out and interpreted, for they shed 
light on the production process and the nature of the model. 

This task is complicated by the enormous number of Illustrations and by the large 
number of painters who worked to produce the manuscript. Additional confusion is 
created by the fact that an illustrator who paints in Byzantine style does not 
exclusively use Byzantine pictorial elements and vice versa; the iconography of the 
western painters occasionally exhibits Byzantine influences. For this reason, 
distinction between Byzantine and western illustrators and division of the material 
into thematic categories is practically mandatory. From a methodological point of 
view, this working method seems to be the only capable of leading to acceptable 
conclusions about the model situation and the production process of the manuscript. 
By comparing the elements and formulas used by the various painters of the 
manuscript one can find out whether the representation of the subject matter is 
homogeneous or deviating, and consequently determine the character of the 
model(s). 

The following study will not consider all the miniatures of the codex. The definition 
of the pictorial sources and parallels of the most important scenes is sufficient for our 
task. A few themes will be excluded, as their study would only lead to repetitions. As 
a rule, | shall pay attention to scenes which are found in both groups of artists and 
consequently make iconographic comparisons easier. This is not true for rare 
Subjects, e.g., scenes of daily life. Although sometimes unique, they are of great 
importance. The study of specific elements like imperial insignia, military equipment, 
costume etc., will also contribute to the history of mediaeval rea//a. 


i a ts a 
! On the painters and their Style, see the following chapter. 
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Not all of the scenes in the Manuscript can be grouped into categories. In a few 
cases, | shall attempt to discover the principle that underlies their creation. The 
analysis of iconography according to thematic Categories can be used as an 
additional aid in establishing a vocabulary for each group or painters, whereby the 
criterion to assign a scene to one or another group is its content. By means of this 
repertoire of forms, the identification of a scene becomes easier and false 
interpretations proposed in previous studies can be corrected. 


THE IMPERIAL ICONOGRAPHY 


In almost half of the miniatures in the Skylitzes Matritensis, an emperor or an 


empress is depicted. The depiction of the enthroned emperor clearly predominates. 
The imperial iconography of the manuscript is not homogeneous. The examination of 
the imperial costume, the imperial insignia and the representations of the enthroned 
emperor will show which image types were used and to which pictorial traditions they 
can be assigned. 


THE IMPERIAL INSIGNIA 
The Imperial Costume 


The Byzantine Group 


The miniatures of this group follow, as expected, the Byzantine tradition of imperial 
iconography.! The emperor is usually clad in ceremonial costume, i.e., a blue, red or 
purple tunic, generally identified as the dibetesion or the skaramangiorz? the /oros is 
arranged over it in both known ways, more often draped vertically in a T shape than 
crossed in a Y shape (e.g., on fols. 23r, 43r top; Figs. 40, 41, 94). The /oros is golden 
and set with gems; it is occasionally decorated with a checked-pattern and 
sometimes has a black or red lining (fols. 42v, 52r, 56v, Figs. 93, 123, 134). In a few 
cases, tassels adorn it (fol. 23r; Fig. 40, 41). The dress under the tunic is rarely 
visible (e.g., fol. 34r; Fig. 68). The tunic is decorated with golden borders in the collar, 
wrists and hem, and occasionally with dots, suggesting precious stones (e.g., on fols. 
14v top, 70r; Figs. 15, 172). Frequently, the tunic and the /oros are both painted in 
gold (e.g., on fols. 10v, 24r, 34r; Figs. 3, 43, 68). The shoes (kampagia) are mainly 





1 See mainly WESSEL, Kaiserbild, and jdem, Insignien, with literature. E. PILTZ, Middle 
Byzantine Court Costume, in: H. Maguire (ed.), Byzantine Court Culture from 829-1204, 
Washington, D.C., 1997, 39-51, with bibliography and source references. Several reproductions 
of emperors and remarks on their costume can be found in SPATHARAKIS, Portrait. 

* We have no clear idea of exactly how these robes looked or what the difference between a 
dibetesion and a skaramangion was. Konstantinos Porphyrogennetos, our main source for 
these costumes, only referred to the occasions in which these tunics were used, but he did not 
describe them. 
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red and decorated with white dots, indicating that they were studded with pearls (e. 
on fols. 28v top, 43r top; Figs. 54, 94). 

In battle scenes the emperor is depicted, naturally, in military costume, but only 
occasionally when he is depicted on a throne (fol. 37r; Fig. 7T). He is clad in golden 
armour, skirt and boots and wears a crown. On fol. 57v top, although the picture does 
not depict a battle scene, the emperor is shown in scale armour with shoulder-straps 
and leather bands, but the lower part of his costume resembles the ceremonial one 
(Fig. 137). 

Apart from these costumes, other luxurious garments are seen in a few 
illustrations, e.g., on fol. 43r bottom (Fig. 95), where Emperor Theophilos wears a 
short purple tunic decorated with gems, gold bands on the collar and hem, and 
segmenta (gold patches) on the arms; he wears blue trousers and high, red boots, 
both set with pearls. 

The court costume of the empress is almost identical to that of the emperor, but 
the colour scale is reduced (e.g., on fol. 24r, where the imperial couple is depicted 
enthroned on a double throne; Fig. 43). The only difference is the occasional 
depiction of the so-called ‘horakion, a piece of cloth having the form of a kite-shaped 
shield, testified in Byzantine art as a feature of the costume of the empress from the 
eleventh century on (e.g., on fol. 45r bottom; Fig. 102).! The thorakion is also worn by 
five princesses portrayed on fol. 44v (Fig. 100). One may observe in this and in other 
scenes that the end of the /oros, falling over the left hand, was mistakenly not 
rendered in gold but in a different colour, which shows that it was not recognized as a 
part of the /oros. 


g., 


The Western Group 


The depiction of the imperial costume in the western miniatures of the codex differs 
from that in the Byzantine miniatures and follows in most cases the western tradition. 
The costume changes with the painter. 

In the miniatures by the painters B1, B2 and B3, the imperial costume consists of 
a tunic and a mantle, buttoned either in the middle or on one shoulder and thrown 
over the other, as is common in western illustrations (e.g., on fols. 104r, 120v, 148r 
top; Figs. 233, 279, 368).? The tunic is occasionally decorated with a gold band on 
the hem. The colours of the tunic and the mantle vary and appear in every possible 





! On the thorakion, see G. DE JERPHANION, ‘Le thorakion,' caractéristique iconographique 
du XIe siecle, Mélanges Ch. Diehl, Paris 1930, Il, 71-79, with a list of the representations in art. 

? From the numerous western examples, | will mention here a miniature in the Bible of 
Merserburg, fol. 8r (beginning of the thirteenth century); see CAHN, Bibel, fig. 142; on this 
manuscript, see also M. GLASER, Die Merseburger Bibel: Merseburg, Domstiftsarchiv, Ms. 1,13 
(Microfiche edition), Munich University, PhD. 2000. In Middle Byzantine Art such 
representations are statistically rare; see, for example, the representation of Nikephoros Ill 
Botaneiates in the eleventh-century MS Coislin 79, fol. 2r, where the emperor is clad in ch/amys 
with a fab/ion and tunic: SPATHARAKIS, Portrait, fig. 71. 
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combination. The Byzantine /oros, not unknown in Sicily, also appears.’ Curiously 
enough, in the miniatures of the painter B1, the emperor is depicted wearing the /oros 
only in coronation or marriage scenes (e.g., on fols. 129r bottom, 139v; Figs. 307, 
338). The painter B2 showed the emperor only once with the /oros (fol. 124v; Fig. 
290), while the painter B3 more frequently (e.g., on fols. 145v top, 148r bottom, 151r 
top; Figs. 359, 369, 380). No emperor is depicted in the illustrations executed by the 
painter B4. The costume of the emperor in the miniatures of the painter B5 consists 
usually of a tunic, under which occasionally a white shirt is visible (e.g., fols. 160r top, 
224r; Figs. 404, 530). The /oros also appears, but rather stylised (e.g., on fols. 158r, 
158v, 222r bottom; Figs. 399, 400, 527). In the miniatures of the painter B5, the 
emperor frequently wears mi-parti boots, usually a blue and a red one, known from 
representations in Romanesque art.? In the illustrations of the other western painters, 
he normally wears red boots, which are sometimes embedded with pearls (e.g., on 
fols. 120v, 131r top, 152r; Figs. 279, 312, 384). 

The costume of the empress consists of a broad tunic and a mantle and does not 
greatly differ from that of the emperor (e.g., on fols. 120v, 126v bottom; Figs. 279, 
297). The thorakion never appears. 


Other Insignia 


The Byzantine Group 


In the Byzantine miniatures, the imperial costume also consists of a crown and more 
rarely of a sword and an akakia. The depictions of the throne will be examined 
separately. 

The crown has two main forms: the first one is a low diadem with a gemstone in 
the middle, well-known from the Byzantine imperial iconography of the eleventh 
century (e.g., on fols. 12v, 16r, 18v top, 37r, etc.; Figs. 8, 19, 26, 77).? The second 
form is the Comnenian kame/aukion, rendered schematically, which is higher and 
clearly dome-topped, and decorated with a gemstone? (e.g., on fols. 10v, 13r top, 
52v; Figs. 3, 9, 124). The prependulia, strings of pearls hanging from the crown 
alongside the cheeks, are sporadically depicted (e.g., on fols. 42v, 43r top, 46r top, 


! The Norman kings adopted an imperial costume, identical to the Byzantine one in every 
detail, for political reasons. The Staufer continued with this usage; see WESSEL, Insignien, 
441; SCHRAMM, Herrschaftszeichen |, 25-50. An example of this kind is the mosaic portrait of 
Roger II in Martorana (Fig. 579), Palermo; see DEMUS, Norman Sicily, fig. 58A; E. KITZINGER, 
The Mosaics of St. Mary's of the Admiral in Palermo (Dumbarton Oaks studies, 27), 
Washington, D.C., 1990, pl. XXIII, in colour, figs. 120-121. See also the representation of 
Frederick II in the Codex Bibliorum Regum B. 27. Inf. in the Biblioteca Ambrosiana, Milan 
(thirteenth century): LEVI PISETZKY, Costume, fig. 137. 

? GRABAR-MANOUSSACAS, Skylitzés, 192-193. 

3 See WESSEL, Insignien, 380. 

^ This form appears under loannes || Komnenos; see WESSEL, Insignien, 393; 
SPATHARAKIS, Portrait, figs. 46, 48-49. 
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228r; Figs. 93, 94, 104, 540). Dots in colour on the golden calotte indicate that the 
crown bore gems. The crown of the empress is taller and has a veil falling behind on 
the neck (e.g., on fols. 50v, 51r; Figs. 118-120). A parallel is found in a fresco in 
santAngelo in Formis, showing Maria Regina and dating from the end of the twelfth 
century.! The emperor and the empress are frequently portrayed with halos outlined 
in red, blue or white, (fols. 10v, 26r top; Figs. 3, 48) and occasionally painted in 
various colours (fol. 26r top, 26v bottom, 29r, 31v bottom, etc.; Figs. 48, 51, 62). 

The red akakia, not always clearly visible, has a scroll-like shape and is held by 
both the emperor and the empress (e.g., on fols. 13r bottom, 26v top, 36v bottom, 
78v; Figs. 10, 50, 76, 192). 

Apart from these insignia, the emperor occasionally holds a sword (e.g., on fol. 
10v, 28v bottom, 43r top; Figs. 3, 55, 94). On fols. 10v and 86r top, he holds a 
standard (Figs. 3, 209). 


The Western Group 


The western illuminators of the manuscript depict the emperor with a crown and a 
sceptre, while none of the other Byzantine insignia appear. 

The miniatures of this group exhibit a great variety of forms deriving from the 
western tradition. As a rule, the crown has the form of a simple golden rectangle 
decorated with various linear patterns (e.g., on fols. 120r, 170r, 199v top etc.; Figs. 
278, 426, 474). Another form is a large golden band with a conical or round top (e.g., 
on fols. 110r bottom, 115v bottom, 123v bottom, 159r top, 179r top; Figs. 250, 266, 
288, 401, 450). The rectangular crown can be pointed in the middle and corners and 
also includes the prependulia. A parallel is found in an engraving on the back cover 
of the Liber aureus from Plüm, showing portraits of emperors and kings offering 
before the hand of God (Trier, Stadtbibliothek, Cod. 1709, dated 1101-1106 A.D)? 
Another crown form, applied only by the painter B1, exhibits a prolongation on one 
side (e.g., fols. 99r, 100r; Figs. 221, 224, 225). In a twelfth-century drawing in the 
National Library of Austria, cod. 557, fol. 1r, King Ninus of Assyria is depicted 
wearing a similar crown, whereas the crown in the Skylitzes miniature is rendered 
more schematically.3 

The Byzantine kame/aukion also appears, but stylised (fols. 114v bottom, 116r 
bottom, 117r, 217v bottom; Figs. 263, 268, 270, 015). 

The crown of the empress is usually similar to that of the emperor, but the 
empress wears a kerchief over it (e.g., on fol. 129r bottom; Fig. 307). A schematic lily 
crown, one of the characteristic insignia of western imperial iconography, is shown on 
fol. 220r (Fig. 522).4 





' The fresco is assigned to a Greek master; see DEMUS, Wandmalerei, pl. XII. 

? MAZAL, Romanik, 314, fig. 94. 

* MAZAL, Romanik, 29, fig. 21; the codex contains historical texts and dates from the first 
half of the twelfth century. 

4 SCHRAMM, Herrschaftszeichen Il, 410-417. This crown form is attested from the ninth 
century. 
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An additional /nsignium depicted by the western painters is the sceptre. The emperor 
holds it in the right or left hand, vertically or obliquely. The knob has the form of a star 
or a leaf (e.g., on fols. 104r, 125r top, 147v top; Figs. 233, 291, 366).! The painter B5 
portrays the enthroned emperor with a very slender sceptre, which more resembles a 
riding-whip (e.g., on fols. 157v top, 159v, 180v; Figs. 397, 403, 453). The same 
painter also shows the emperor holding a white piece of cloth, denoting either a 
handkerchief or a prolongation of the sleeve. It could have resulted from the 
misunderstanding of the Byzantine akakia (e.g., on fols. 158v, 199v top; Figs. 400, 
469). The emperor is never represented with a halo, as is the case with emperors' 
portraits in western art. 


THE THRONE 


The Byzantine Group 


In the Byzantine miniatures, the throne appears in the form well-known from the 
Byzantine tradition, with or without backrest, mostly with a red cushion and a half 
round suppedion (e.g., on fols. 12v, 29r, 50v bottom, etc.; Figs. 8, 56, 119). The 
throne is always golden and decorated with checked patterns, dots and other 
decorative motifs. The back usually has a drapery painted in gold (e.g., on fol. 12v; 
Fig. 8) or decorated in white with red and blue strips (e.g., on fols. 13r top and 
bottom, 87r; Figs. 9, 10, 213). An almost identical drapery is depicted in the eleventh- 
century Psalter Theol. gr. 336 (fol. 16v) and the twelfth-century New Testament 
Suppl. gr. 52 (fol. 1v), both in the National Library of Vienna.2 

On fols. 10r, 24r, 24v top, 63v top, 86v bottom and 87r, a double throne is 
depicted, in most cases with a back, created by the repetition of a single form (Figs. 
2, 43, 44, 155, 212, 213). The throne is sometimes so simplified that it has the shape 
of a simple, low stool (fol. 23v; Fig. 42). The emperor occasionally sits on a folding 
chair (fol. 18v top, 19v bottom, 38r bottom, 57v top, 58r top, 80v bottom, 81r; Figs. 
26, 30, 80, 137, 139, 197, 198). 

On fol. 34r, the throne has a baldachin, the vault of which ends in edges 
resembling birds. This rather simplified form of throne represents the real one. The 
best portrayal of the throne can be seen in the ninth-century codex Par. gr. 510, fol. 
239r, containing the Homilies of Gregory of Nazianzus;? the baldachin above this 
throne exhibits four birds under the vault. 

In a number of cases, the throne looks like a prolongation of the building it stands 
in front of, e.g., on fol. 29r (Fig. 56). 


' This sceptre form appears in the coinage and represents an intermediary stage in the 
development to the cross sceptre; see WESSEL, Insignien, 403. A cross sceptre is shown on 
fol. 204v; it seems, however, that the cross was added later. 

? MAZAL, Byzanz und das Abendland, cat. nos. 381 and 384, figs. 22 and 25. | 

3 DER NERSESSIAN, Par. gr. 510, fig. 12; BRUBAKER, Vision and Meaning, fig. 27. 
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The Western Group 


In the depictions of this group the throne is always golden, either richly or simply 
decorated, depending on the painter. As a rule it has no back (fols. 104r, 117v, 154r; 
Figs. 233, 271, 387). In the side views of the enthroned emperor, the throne has the 
form of a simple, low stool (fol. 120v; Fig. 2/9). Otherwise, it is rectangular, 
resembling a box. When a cushion is visible, it is mostly golden and the suppedion 
rectangular. The schematisation and simplification of the throne can lead to 
depictions such as on fol. 144v bottom, where the throne consists of a box decorated 
with a checked pattern, without a cushion or a suppedion (Fig. 356). The miniature 
on. 142v top (Fig. 348) reveals a double throne in the form of a simple backless 
bench with two suppedia. 

Apart from a few exceptions in the first miniatures of this group, the form of the 
throne is very stylised and simple. Most of the western painters of the Skylitzes 
Matritensis imitate western pictorial sources, which are ultimately Byzantine. Despite 
the schematic portrayal and the differences in style, the Byzantine throne can be still 
recognised as such. The emperor sits occasionally on a folding stool decorated with 
the head of an animal (fol. 118v top; Fig. 2/3). Parallels can be found in the 
illustrated poem of Petrus de Ebulo in Bern, fol. 99r! and several other western 
manuscripts. 

The thrones painted by the painter B5 exhibit a different relation between the 
throne and the architectonic setting. The form of his throne differs from that of the 
western group. When the emperor is depicted enthroned inside an edifice, the throne 
is indicated by simple lines on a background of gold, the colour in which his edifices 
usually are painted. The throne is rectangular with a cushion in various colours, a 
suppedion is drawn obliquely in front of it. The decoration consists of lines and circles 
(fol. 157v top, 158r; Figs. 397, 399). 

In some cases the form of the throne mingles with the architectonic elements 
surrounding it. An extreme example of this fusion is seen in the miniature of fol. 199v 
top (Fig. 474). One has the impression that the emperor is sitting on a windowsill. 
The attempt of the painter to indicate space through the colour gradation of the 
Arabic arch framing the emperor is surprising. 

On fols. 164v, 168r, 171r top and 172r top, a back is shown on the throne, which 
has a pediment on top and round or leaf-like protrusions at the corners (Figs. 415, 
422, 428, 431). The form vaguely resembles that of the throne with a baldachin on 
fol. 34r, executed by a Byzantine painter (Fig. 68). It is more similar, however, to 
examples found in western art, like the throne of Charles the Bald in the Vivian Bible, 
fol. 423r (Par. lat. I, middle of the ninth century).? The triangular back with tops is also 


1 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 51 

? E.g., Valenciennes, Ms. 501, fol. 58v, with two heads and legs of an animal: PORCHER, 
French Miniatures, pl. 35. This form has a long tradition; see SCHRAMM, Herrschaftszeichen |, 
326-331. 

° J. HUBERT, J. PORCHER, W.F. VOLBACH, Die Kunst der Karolinger, Munich 1969, fig. 
129. The throne with a back appears in western book illumination from the time of Otto lil; the 
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known from Episcopal thrones in Sicily.’ Similar thrones are found on fols. 172r 
bottom, 173r bottom, 174r, 225v bottom and 226r bottom, but without extensions 
above them (Figs. 432, 436, 438, 535, 536). A similar construction of the throne is 
found in a miniature in the Latin New Testament Vat. Chigi A. IV. 74, fol. 124v, from 
the thirteenth century (Fig. 591).? 

The thrones on fols. 174r and 174v bottom are part of the architectonic set (Figs. 
438, 440). On fol. 174r the throne connects two buildings and on fol. 174v it forms a 
prolongation of the building to the left. The thrones on fol. 225v bottom and 226r 
bottom are fused with the buildings to which they are attached (Fig. 535, 536). They 
are a paraphrase of the Byzantine throne, as seen on fol. 29r (Fig. 56). 


THE ENTHRONED EMPEROR 


The Byzantine Group 


In the miniatures of the Byzantine painters, the emperor is usually shown in frontal or 
three-quarters view. In ceremonial depictions, the body and the head are frontally 
rendered (fols. 10r, 26v bottom, 31v bottom; Figs. 2, 51, 62). The same schema is 
applied for non-ceremonial scenes (e.g., fols. 11r bottom. 230r bottom; Figs. 4, 544). 
The hands are placed in front of the chest or rest on the legs. In some cases, the 
body is shown in frontal view, but the head is turned to the left or right and a hand is 
outstretched in a speaking or commanding gesture. More frequently, the emperor is 
depicted in three-quarters view or in profile, making similar gestures. The legs are 
shown next to each other and are of the same height. In a few cases, one leg is 
drawn backwards and the other extends forwards (e.g., on fol. 53r; Fig. 125). 


The Western Group 
In the miniatures of this group the emperor is often depicted in three-quarters view or 
in profile, rarely in frontal view. He occasionally stretches his hand out, but more 
frequently holds a sceptre, a feature never seen in the Byzantine miniatures. Another 
difference between the portrayal of the emperor in the Byzantine and the western 
group is the arrangement of the legs. In frontal view, the knees of the emperor are 
not depicted at the same height. One leg stands higher, causing the emperor to 
appear less austere. The absence of the frontal view also contributes to this 
appearance. | 
Most of the illustrations of the painter B5 depict the emperor sitting in a typical 
western fashion (e.g., fols. 159r top, 165r top, 183v, etc.; Figs. 401, 416, 499). The 
legs are crossed or one leg rests horizontally or obliquely on the other. This stance, 





iconography frequently depends on Byzantine models; see SCHRAMM, Herrschaftszeichen Ill, 
708. g | TT 
1 A. GRABAR, Trónes épiscopaux du XIème et XIIème siècle en Italie méridionale, Wallraf- 
Richartz-Jahrbuch XVI (1954), 7-52. 
? ELEEN, Acts Illustration, 255-278, fig. 48. 
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unknown in Byzantine art, derives from western iconography, where it is testified 
since the twelfth century.! Comparative western material for the various ways of 
arranging the legs is found in a miniature of Codex 44 in the Pierpont Morgan Library 
New York, fol. 4r, showing the three Magi before Herod (ca. 1175 A.D.) (Fig. 604)2 
and in a scene depicting Esther before Ahasueros from the Bible of the Cathedral in 
Florence (Bibl. Med. Laur. Edili 126, fol. 83r, first quarter of the twelfth century) (Fig. 
994)? As early as the eleventh century, western parallels can be found for the 
arrangement of the legs on fol. 99r, painted by the artist B1 (Fig. 221). The 
representation of David in the Souvigny Bible is one of the closest parallels (Moulins, 
Bibl. Mun. Ms. I, fol. 93r).4 

Concerning the gestures of the emperor, a particularly unusual one also deriving 
from western iconography should be mentioned. On fol. 112r top, the enthroned 
emperor holds his right hand close to his ear (Fig. 255). This can be best compared 
to the gesture seen in a scene of the martyrdom of Queen Alexandra in a fresco 
painting in Rházüns (Graubünden, Switzerland). The emperor, commanding the 
punishment of the queen and St. George, is shown performing exactly the same 
gesture as in our manuscript. 


The depictions of the imperial garments and insignia in the Skylitzes Matritensis are 
not homogeneous, as we have seen. The insignia differ not only between the 
Byzantine and the western part of the manuscript, but also from painter to painter. 
Each western painter favours specific types, resulting in a variety of forms. The 
Byzantine painters use Byzantine forms and motifs, while the painters of the western 
group borrow as a rule iconographic types from the West. The painter B5, above all, 
betrays Arabic influences. Despite differences in iconography, similarities also exist 
and have been emphasised. Several miniatures of the western group reflect 
Byzantine forms in the portrayal of the imperial garments, like the depiction of the 
loros, the form of the crown, and the Byzantine throne. 





1 This way of sitting actually derives from the Arabic world; see GRABAR-MANOUSSACAS, 
Skylitzés, 193-194, fig. 19. Compare also the Arabic paintings on the ceiling of the Cappella 
Palatina in Palermo: MONNERET DE VILLARD, Cappella Palatina, fig. 26. 

? CAHN, Manuscripts, cat. no. 131, fig. 312. The codex was presumably produced in 
Corbie. 

3 CAHN, Bibel, fig. 112. 

^ PORCHER, French Miniatures, fig.42. On this manuscript, see W. CAHN, The Souvigny 
Bible. A Study in Romanesque Manuscript Illumination, Ph.D. New York University, 1967. Cahn 
dated the codex between 1185-1195 A.D. 

? The paintings on the triumphal arch and the northern wall are assigned to the Master of 
Waltensburg and are dated around 1340 A.D.; see S. BRAUNFELS-ESCHE, Sankt Georg. 
Legende, Verehrung, Symbol, Munich 1976, fig. 29; see also K.J. DORSCH, Georgszyklen des 
Mittelalters (Europáische Hochschulschriften 28), Frankfurt a. M. 1983, 206 ff., cat. no. 30. 
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AUDIENCE SCENES 


The enthroned emperor is the main figure in the numerous audience scenes of the 
manuscript. These scenes basically consist of the emperor, sitting on the right or left 
of the composition and rarely in the middle, and one or more figures depicted 
opposite him. This schema is applied to scenes of various thematic content, e.g., 
discussions, the reception of ambassadors, the giving of a command, etc. | shall 
present here scenes showing embassies as an example. 


The Byzantine Group 


In the Byzantine miniatures the emperor is depicted enthroned, mainly in three- 
quarters view (exceptions can be seen on fols. 47r and 230r bottom, on which he is 
portrayed in frontal view; Figs. 107, 544). He stretches his hand out in a speaking 
gesture or in order to receive or to present a letter. Occasionally a guard is depicted 
next to him (e.g., on fol. 18r; Fig. 25). The emperor is shown in front of a palace, 
under a tent, or without any architectonic reference. The envoys or ambassadors 
stand opposite him with outstretched or covered hands (e.g., on fol. 47r: Fig. 107). 
Their number varies and they are depicted most often in a row (e.g., on fols. 18r, 19v 
bottom; Figs. 25, 30). A common motif in embassy scenes is the depiction of horses 
(e.g., on fols. 19v bottom, 67v bottom, 230r bottom, 233v; Figs. 30, 168, 544, 092). 
When the dispatch of envoys and their reception are shown, the scenes are arranged 
antithetically (e.g., fols. 28v top, 47r, 67v bottom; Figs. 54, 107, 168). On fol. 75v 
(Fig. 184), the embassy is rendered in a more narrative manner by the threefold 
repetition of the envoy: receiving the letter from the caliph, on his way to the emperor, 
and handing the letter to its recipient. This subject belongs to the topoi of Byzantine 
iconography. The twelfth-century Barlaam and loasaph Codex Iberon 463 shows on 
fol. 114v a representative example of this kind (Fig. 560).1 


The Western Group 


The scenes by the western group of illustrators are similar to the Byzantine ones in 
their composition. The emperor is portrayed enthroned, mostly inside a palace, with 
outstretched hand and holding a sceptre. The envoys stand arrayed in front of him 
with veiled hands or crossing their hands in front of their chest (e.g., on fols. 99r, 
157v bottom, 164v, 168r; Figs. 221, 398, 415, 422). The depiction of the dispatch and 
reception of an ambassador in the same miniature occurs more frequently than in the 
Byzantine group (fols. 96r, 104r, 123r top and bottom, 148r top, 149v bottom, 171r 
top; Figs. 216, 233, 285, 286, 368, 375, 428). The western illustrators seem to favour 
this schema. In a few cases, the official visit develops in three scenes, like in the 
Byzantine group. In these cases the ambassador is also depicted on his way (fols. 
160r top, 224r; Figs. 404, 530). Another common motif of the two groups is the 
depiction of the horses of the envoys (e.g., fol. 200r; Fig. 476). 





1 ATHOS TREASURES, Il, fig. 116. 
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Several parallels can be found in the manuscript of Petrus de Ebulo. The miniature 
on fol. 106r of this manuscript is interesting for our comparison: the envoys are 
arranged diagonally before the king and correspond to the embassy scene on fol. 99r 
of the Skylitzes Matritensis (Figs. 221, 561).1 

The audience scenes form a large group. Their basic schema, consisting of an 
enthroned emperor and personages opposite him, is used for several other subjects, 
with modifications and adequate adjustments. The principle of the exchangeability is 
important for the structure of the miniatures. 

The miniatures of the western group, in which in general side-views predominate, 
contain more audience scenes than the Byzantine one; they are filled with more 
secondary figures. The composition of the embassy scenes is identical in the entire 
codex and belongs to the standard repertoire of Byzantine and western art. 


THE ACCESSION TO THE THRONE 


The accession to the throne of a Byzantine ruler, although slightly modified in the 
course of time, consisted of an established series of ceremonies, each of which had 
a different significance .? The ceremonies included the proclamation of the emperor 
(Avayopeuaic), the acclamation through the people, festive processions, and the 
coronation (ocr£uic). The coronation itself was only one of the ceremonies. The 
procedure of the accession depended on how the succession to the throne had been 
resolved. There are three kinds of accessions to the throne: 1. The proclamation of 
the emperor by the constitutional factions (senate, army, people); this was frequently 
related to a violent change in authority. 2. The coronation of a co-emperor by the 
ruling emperor; this practice was standard from the seventh century on. 3. The 
accession to the throne through marriage to the ruling empress. The ceremonies 
show similarities in all three cases, but their sequence, the constitutional factions 
participating in them, and the place of coronation vary. 





1 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 79. 

? The main source for the Byzantine ceremonies is the Book of Ceremonies by Constantine 
VII Porphyrogennetos from the tenth century [DE CERIMONIIS; PG 112; DE CERIMONIIS (V)]. 
Complementary information is given by the De officiis of Pseudo-Codinos, written in the middle 
of the fourteenth century (Pseudo-Codinos, Traité des offices, ed. by. J. Verpeaux, Paris 1966). 
For the late Byzantine period, the detailed descriptions of the coronation by loannes 
Kantakouzenos and in an anonymous fragment from the time of the Emperor Manuel 
Palaiologos are also of great importance. The following studies offer basic information on court 
life in Byzantium: TREITINGER, Reichsidee; AIK. CHRISTOPHILOPOULOU, ‘EkAoyn, 
avayopeuaig Kai oréyig TOO BuUZavtivoGd aürokpáropog (Npayyarteiar Akad. Aðnvõv, 22.2), 
Athens 1956; G. OSTROGORSKY - E. STEIN, Die Krónungsurkunden des Zeremonienbuches. 
Chronologische und Verfassungsgeschichtliche Bemerkungen, Byzantion 7 (1932), 185-233; N. 
GUSSONE, Krönung, in LCI, Il, 661-671; R.-J. LILIE, Krönung, in RbK, V, 439-454, with 
literature. For the coronation in the West, see E. EICHMANN, Die Kaiserkrónung im Abendland, 
2 vols., Würzburg 1942. 
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The miniatures of the Skylitzes Matritensis illustratin 
be divided into four groups: 

1. The proclamation of an emperor by the constitutional factions, also called election 
of the emperor. 

2. The coronation of an elected emperor. 

3. The coronation of a co-emperor. 

4. Various scenes which conventionally mark an accession to the throne; they do not 
represent a concrete ceremony, but introduce a new reign. 


g the accession to the throne can 


As the iconographic types employed vary from painter to painter, | shall discuss each 
subject individually. Marriage scenes will be presented in a separate chapter. 


The Proclamation of the Emperor 
The Byzantine Group 


The miniature on fol. 12v depicts the proclamation of Leon V the Armenian. He is 
portrayed enthroned in frontal view, clad in imperial costume with the loros, and 
raising one hand while holding a sword in the other. He is flanked by a group of 
dignitaries (Fig. 8). The proclamation of Michael Il on fol. 26v, bottom, is rendered in 
a slightly different manner (Fig. 51). He is shown enthroned on the left side of the 
composition and is clad in imperial costume with the /oros; he holds the akakia and 
holds his hand in front of his chest. A dignitary stands to the left and more dignitaries 
are arrayed to the right. The strict symmetry of the previous scene is absent and the 
emphasis is shifted to the left, where the emperor sits. Both miniatures, however, 
belong to the same iconographic type, showing the ruler surrounded by dignitaries. 
This type was used here to depict a proclamation, but was not used exclusively for 
the depiction of this ceremony. 

As the election of an emperor took place under various circumstances, no specific 
iconographic type could develop. For this reason a schema was applied, which could 
also be used for other occasions. In terms of composition, the two miniatures 
mentioned above can be classified as conventional hieratic images, but in terms of 
content they belong to the proclamation scenes; this, however, only because a 
proclamation is mentioned in the passage which they illustrate. 

The depiction of an enthroned emperor flanked by officials can be found in 
Roman art.! The composition is generally related to the idea of the sovereignty of the 
emperor and the recognition of his power. Its importance gradually grew and its 
compositional elements were adopted by the Christians, e.g., in representations of 
Christ enthroned.? The closest parallels to the miniature on fol. 12v are found in the 





1 The best example from the Early Byzantine period is seen in the Missorium of Theodosius 
| in Madrid (388 A.D.); see GRABAR, L'empereur, pl. XVI. 

^ GRABAR, L'empereur, 189ff. The theory of Grabar about the origin of Christian 
iconography of the Early Byzantine period from official imperial imagery was rejected by T.F. 
MATHEWS, The Clash of Gods, A Reinterpretation of Early Christian Art, Princeton 1993; on 
the type of the enthroned Christ in frontal view, see pp. 100 ff. He attempted to advance a new 
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London Psalter Add. 19352, fols. 17v and 35r, in which David is depicted enthroned 
and flanked by courtiers (Fig. 600).! It is not possible to establish if the Skylitzes 
miniatures are based on a representation adopted from a religious or a historical 
manuscript. Ultimately, both derive from official imperial iconography. 

The miniature on fol. 230r top, showing the proclamation of the rebel Leon 
Tornikios, exhibits a different iconography (Fig. 544). He is raised on a shield carried 
by two men clad as dignitaries. He wears imperial costume and raises his hand. 
Although the elevation on a shield took place in a military environment, the 
secondary figures are dignitaries and not soldiers. 

The subject matter raising on a shield is found only in book illumination, above all 
in Byzantine Psalters.? It also appears in the Bulgarian Manasses and the Russian 
Hamartolos chronicles, as well as in Vat. gr. 333, the only illuminated Byzantine 
manuscript of the Book of Kings. In all these examples, the raising on a shield of an 
Old Testament king is depicted.? This means that the Skylitzes miniature is the only 
one depicting a raising on a shield of a historical personage.^ 

The iconography of the elevation on a shield was presumably created for 
chronicle illustration* or copied from an official image found in other media and later 
adopted for Psalter illumination. The oldest preserved representation of this theme is 
found in the ninth-century Chludov-Psalter, kept in the Historical Museum in Moscow, 
eee 
interpretation of early Byzantine art; see the review by J.G. DECKERS, BZ 89 (1996), 478-488. 
On the relationship between the image of the emperor and that of Christ, see L. KOTZSCHE, 
Das herrscherliche Christusbild, Spatantike und Christentum. Beitrage zur Religions- und 
Geistesgeschichte der griechisch-rómischen Kultur und Zivilisation der Kaiserzeit, ed. by C. 
Colpe, Berlin 1992, 99-123. 

! DER NERSESSIAN, Psautiers, figs. 31, 59. 

? See the study of WALTER, Raising on an Shield, in which all the existing pictures of this 
subject are discussed. 

? The Bulgarian Manasses chronicle shows the elevation of Joshua on a shield on fol. 32v; 
see DUJCEV, Manasses-Chronik, fig. 15. The shield is carried by soldiers, but Joshua is 
portrayed in imperial costume. The relevant miniature in the illustrated chronicle of Georgios 
Hamartolos, fol. 173, exhibits a stronger military appearance; WALTER, Raising on a Shield, pl. 
6. 

^ The authenticity of the narration of Michael Psellos concerning the raising on a shield of 
Leon Tornikios should not be longer doubted. In the protocol of Peter the Patrician, Magister 
officiorum, an appendix to the tenth-century Book of Ceremonies of Constantine 
Porphyrogennetos, one learns that Nikephoros Phokas was raised and proclaimed emperor by 
the soldiers (963 AD.): DE CERIMONIIS, 434, 12-13. Walter and other scholars emphasised the 
fact that a shield is not explicitly mentioned and postulate that Nikephoros was simply carried 
aloft: WALTER, Raising on a shield, 159-160. The absence of this word, however, rather implies 
that the practice was so well-known that the reader immediately understood what was meant. 
Since this protocol is considered to be contemporaneous with the Book of ceremonies, there is 
no need to doubt the prevalence of this practice in the tenth century. This, combined with the 
narration of Psellos and the miniatures of Skylitzes, suggest that the raising on a shield was 
continuously in use, even though minor changes in the ceremony might have taken place, 
leading to the loss of its strict military character. 

? This assumption was expressed for the first time by WEITZMANN, Illustration, 178-180 
and was challenged by WALTER, Raising on a shield, 134, 173-174. 
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where on fol. 18v Ezekiel, clad as an emperor, is depicted raised on a shield held by 
three soldiers.'. The eleventh-century Vat. gr. 333, fols. 44r, 89v and 95r (Fig. 595), 
provides three more examples, the closest parallels to the Skylitzes miniature? In all 
of them, those raising the shield are not soldiers but courtiers, as in the Skylitzes 
Matritensis. The person standing on the shield is always rendered in frontal view, 
although his stance varies: on fol. 44r he holds his hand before his chest, on fol. 89v 
his hands are veiled and on fol. 95r he raises his hand in the same way as in the 
Skylitzes miniature. The men raise the shield to various heights, hip-high (fol. 44r), 
overhead (fol. 89v) or shoulder-high (fol. 95r). The Skylitzes miniature combines 
these elements. It becomes clear that the Skylitzes miniature reproduces an 
established iconographic type. 


The Western Group 


Three miniatures, executed by the western painters of the manuscript, illustrate a 
proclamation. On fol. 219v bottom, the right scene depicts the proclamation of Zoé 
inside the St. Sophia church (Fig. 521). She is depicted sitting in side view wearing a 
crown and raising her hand; a group of dignitaries stands opposite her. The same 
basic composition is used for the proclamation of Bardas Skleros on fol. 174r and 
Bardas Phokas on fol. 180v (Figs. 438, 453). In every case, the subject is rendered 
with an audience scene. 

The proclamation of the Bulgarian Petros Deleanos is represented on fol. 215r 
(Fig. 509). A group of people hold him aloft with their hands. This composition 
derives, as already stated, from the iconography of raising on a shield and was 
obviously modified to indicate the proclamation of a foreign ruler. The miniature 
provides evidence for the inspiration of the western painter by a Byzantine model, 
since raising on a shield was unknown in western art. 


Comparing the iconography of the proclamation of the emperor in the two groups, we 
may conclude that either conventional representation or raising on a shield was 
employed. The Byzantine miniatures showing the emperor enthroned and flanked by 
dignitaries were borrowed from official imperial imagery, whereby the composition of 
fol. 26v was slightly modified to correspond better to the narration (Fig. 51). The 
audience scenes of the western group are typical for the western part of the 
manuscript and were used to portray various subjects, including the proclamation. 
What makes them different from the Byzantine ones is the absence of the frontal 
view, which makes them seem less hieratic. Raising on a shield, testified only in 
Byzantine book illumination, appears in the Byzantine group and also modified in the 
western one. 


1 SCEPKINA, Chludov Psalter, fol. 18v; WALTER, Raising on a Shield, 149-150, pl. 4. The 
Barberini-Psalter (Vat. barb. gr. 372), shows the same composition on fol. 30v, modified by the 
addition of the hand of God crowning the king; WALTER, Raising on a Shield, pl. 5. 

2 LASSUS, Livre des Rois, pl. XXIX, fig. 99; pl. XXX, fig. 101 and pl. XXIII, fig. 84. 
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The fact that the proclamation was rendered in different ways possibly implies that 
there was not a concrete type for this subject. Although the acclamation was the 
most important element in the process of accession to the throne and its only 
legitimate basis, this is not reflected in the miniatures.! The painters preferred to 
depict the coronation, which was more perceptibly related to the accession to the 
throne. 


The Coronation of the Emperor 


The Byzantine Group 


The miniature on fol. 10v shows the coronation of an emperor raised on a shield (Fig. 
3); | have identified this emperor as Michael |. The man crowning the emperor is in all 
likelihood a patriarch. 

Representations of raising on a shield combined with a coronation are mainly 
found in the Psalter illustrations and show the coronation of David. This scene also 
appears in the illustrated Book of Kings, Vat. gr. 333, fol. 15v (Fig. 603), and in the 
Leo Bible, Vat. Reg. 1, fol. 285v; the picture in the latter is also an illustration to the 
Book of Kings and exhibits the same composition as in Vat. gr. 333.2 

Among the preserved examples, the following illustrations are iconographically 
similar to the Skylitzes miniature: 1. The eleventh-century Psalter in London, Add. 
36928, fol. 45v.* Four people carry a shield shoulder-high, on which Saul crowns 
David. Both of them have a halo and are clad in a tunic and mantle. There are no 
other figures in the scene. In the upper part of the illustration, two draperies hang 
vertically, flanking the two men. 2. The Psalter in Oxford, Trinity College 78, fol. 4v, 
from the end of the eleventh or the beginning of the twelfth century.* Two people hold 
a shield waist-high, on which Saul crowns David; they are haloed and clad in a tunic 
and mantle. The two groups of men flanking them are badly flaked; one of the groups 
includes soldiers, if we are to judge from the lances they hold. 3. The twelfth-century 
Psalter Vat. gr. 1927, fol. 32r.» Three people in tunics hold the shield shoulder-high. 
David and Saul are represented in frontal view and clad in imperial costume. This 
image is important for the Skylitzes miniature because both figures raised on the 
shield are portrayed as emperors and the man who crowns is the larger one. The 
emphasising of this man is more obvious in the Vat. gr. 1927. This detail marks a 


1 In legal terms, the acclamation was an indispensable ceremony and formed, together with 
the election, the only basis for the legitimate power of a Byzantine ruler in every period; see on 
this TREITINGER, Reichsidee, 18. 

? LASSUS, Livre des Rois, fig. 25; OTT, Krónung, 79, no. 82, fig. 22; see also Die Bibel des 
Leo Patricius, Facsimile edition, Zürich 1988. 

3 WALTER, Raising on a Shield, 148, pl. 2; CUTLER, Aristocratic Psalters, no. 30, fig. 174; 
OTT, Krónung, 80, no. 170. 

^ WALTER, Raising on a Shield, 149, pl. 3; CUTLER, Aristocratic Psalters, no. 37, fig. 235; 
OTT, Krónung, 80, no. 178. 

5 DE WALD, Vat. gr. 1927, 9ff., pl. X; WALTER, Raising on a Shield, 154; OTT, Krönung, 
80, no. 266. 
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turning point in the iconography of the subject. In earlier compositions, e.g., in the 
Leo Bible,! the emphasis was laid on the crowned Solomon, who is depicted in 
frontal view and who dominates the entire scene with his size. 

Weitzmann reconstructed the origin of this iconographic type as follows: The 
raising on a shield was invented for a chronicle and migrated into the cycle of the 
Book of Kings. There, it was adjusted and combined with the anointment scene. 
From this context, the migration into the Psalters followed; in a further step, the 
conflation of the raising on a shield with the coronation took place.? Walter, however, 
proposed that the coronation on a shield first appeared in a chronicle cycle and then 
was transported to the Psalter illustration. He even assumed, given that the text of 
Skylitzes was originally illustrated shortly after 1057 A.D., that fol. 10v reflects the 
model used by the artists of the Psalters.^ We cannot, however, verify this 
hypothesis. The evolution of this thematic material seems to have a complicated 
history. We can only say with certainty that the Skylitzes miniature exhibits an 
established iconography. The addition of the groups of men making gestures of 
acclamation and blowing in their trumpets gives the scene a celebratory appearance. 


The Western Group 


The upper miniature on fol. 145v depicts the coronation of Nikephoros Phokas in the 
St. Sophia church (Fig. 359). Nikephoros Phokas is represented standing in frontal 
view and holding his covered arms crossed on his chest. He is clad in imperial 
costume with the /oros. The patriarch, painted taller, places a crown upon his head. A 
bishop and a deacon holding a censer stand behind him. Several dignitaries are 
depicted to the left. Another coronation, that of loannes Tzimiskes, is depicted on fol. 
159r bottom and exhibits the same iconography (Fig. 402). The emperor is seen in 
three-quarters view. 

The centre of interest of the composition is the placing of the crown by the 
patriarch on the emperor’s head. This coronation schema is well-known, having 
appeared for the first time on a coin of Romanos I, on which Christ is depicted in 
frontal view while crowning the emperor. The motif has a long tradition in Byzantium 
and the West in coinage and other pictorial categories.5 An ivory plaque carved 
around 945 A.D. and now in the Historical Museum of Moscow is the best known 


1 OTT, Krönung, 79, no. 82, fig. 22. 

? WEITZMANN, Illustration, 180. In other miniatures, the raising on a shield is combined 
with a coronation or an anointment scene which, however, does not take place upon the shield; 
see, e.g., the coronation of David in the Psalter Par. gr. 139 by a person standing behind the 
shield (H. BUCHTHAL, The Miniatures of the Paris Psalter. A Study in Middle Byzantine 
Painting, London 1938, pl. 6) or in the eleventh-century Vat. gr. 752, fol. 82r (WALTER, Raising 
on a Shield, 153-154). Such representations are considered to be intermediary stages in the 
iconographic development of the subject. 

3 WALTER, Coronation, 457. 

^ WALTER, Raising on a Shield, 170. 

5 For examples and type variations, see OTT, Krónung, 76-87. On the iconography of the 
coronation, see also GRABAR, L'empereur, 112-122; WESSEL, Kaiserbild, 746-752. 
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example of this type of coronation. It shows Konstantinos VII Porphyrogennetos 
crowned by Christ (Fig. 588). Remarkable is the elevated position of Christ, a stance 
also found in the renowned coronation of Roger II in the mosaics of the Martorana 
(Santa Maria dell'Ammiraglio) (Fig. 579).1 

A miniature on fol. 96r in the Petrus de Ebulo codex, depicting the anointment of 
Roger Il by Pope Callistus Il, utilises the same schema and may be compared to the 
Skylitzes miniatures.2 The Petrus de Ebulo miniature most likely reflects the impact of 
the Martorana mosaic.3 We can thus assume that a pictorial source similar to that 
seen in the Martorana was used for the depiction of the central group, showing the 
emperor and the patriarch. Christ was replaced by the patriarch, the larger of the 
figures, and the composition was enlarged by the addition of the attendants and the 
placing of the scene within a church. 


The Skylitzes miniatures are the only extant representations of the real ceremony. No 
other coronations of an emperor crowned by the patriarch have survived in Byzantine 
art. As the above mentioned ivory plaque with Konstantinos VII reveals, the 
relationship between the emperor and Christ was of central importance: the ruler 
derived his power directly from God. In the preserved depictions of this subject, the 
insignia are handed to the rulers by angels or the hand of God. These allegorical 
images have a theological content absent in the narrative depiction of the Skylitzes 
manuscript.4 

The use of allegorical images to legitimate a ruler is a practice also found in the 
West, especially in the Carolingian and Ottonian art. Historical coronation scenes, on 
the other hand, are meant to represent reality and document the process of 
combining imperial imagery with profane content.5 The oldest Christian coronation 
scene is found in the Warmund Sacramentarium (ca. 1000 A.D.), Codex 86 in the 
Ivrea Bibl. Capitolare. On fol. 2r, a ruler, presumably Otto IIl, is crowned by a bishop. 
The bishop stands behind an altar on the left of the miniature and bends forward in 





1 DEMUS, Norman Sicily, pl. 58A; E. KITZINGER, The Mosaics of St. Mary's of the Admiral 
in Palermo, Washington D.C., 1990. On the ivory plaque in Moscow, see GOLDSCHMIDT- 
WEITZMANN, Elfenbeinskulpturen, vol. 1, no. 35. The types of the Byzantine coronation image 
were spread all over the Byzantine sphere of influence; see on this WESSEL, Kaiserbild, 843- 
848. A twelfth-century enamel in Bari shows St. Nicholas crowning Roger Il: H. PIERCE - R. 
TYLER, A Marble Emperor-Roundel of the XIIth Century, DOP 2 (1941), fig. 13. 

? KOLZER-STAHLI, Petrus de Ebulo, fig. p. 39. 

? On the dependence of the Petrus de Ebulo miniature on the mosaic in Martorana, see 
OTT, Krónung, 85, and note 268. 

^ On the difference between symbolical and narrative coronation scenes, see GRABAR, 
L'empereur, 112-113. 

? On historical coronations and their representations in western art, see OTT, Krónung, 233- 
236. 

$ OTT, Krónung, 287, no. 109a. On this manuscript, see R. DESHMAN, Otto Ill and the 
Warmund Sacramentary. A Study in Political Theology, ZK 34 (1971), 1-20; A. PERONI, II ruolo 
della committenza vescovile alle soglie del mile: il caso di Warmondo di Ivrea, Committenti 
1992, 243-271. 
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order to crown the ruler. In the Petrus de Ebulo manuscript, fol. 105r, the coronation 
of Henry VI (1191 AD.) is represented.! The ceremony develops in four registers and 
occupies the entire folio. It is the only example of a depiction of a coronation in its 
separate phases. Beginning from the top, the following scenes are depicted: the 
entrance of the king in Rome, his reception by Pope Celestine Ill, the anointment of 
his hands with chrism, the anointment of the arms, the handing over of the Sword, the 
ring and finally the mitra. 

The Skylitzes miniatures of the western group, like the above images, attest to a 
profane and historical interest in the ceremonial reality and demonstrate the 
remodelling of a religious, symbolical formula to a historical image. The basic schema 
showing two persons standing beside each other, one of whom crowns the other, is 
applied to almost all the other coronation scenes of the manuscript, to be discussed 
below. 


The Coronation of the Co-Emperor 


The Byzantine Group 


The right-hand scene of the miniature painted on fol. 80r bottom depicts the 
coronation of the co-emperor Basileios (the later Emperor Basileios |). The ceremony 
develops in front of a building (Fig. 195). The patriarch, taller than Basileios, stands 
in the middle and crowns him. The ruling emperor, Michael IIl, is depicted next to the 
patriarch. The composition is an elaboration of the schema used for the coronation of 
an emperor. With the addition of the ruling emperor next to the central group, the 
Scene is altered to represent the coronation of the co-emperor. The same basic 
iconographic type was also used by the western painters. 


The Western Group 


This subject is more often represented in the western group than in the Byzantine 
group. Examples are found on fols. 114v bottom, 129r bottom, 133v bottom, 139v 
and 218v (Figs. 263, 307, 320, 338, 517). All of the scenes develop inside a church 
and show the patriarch in the middle crowning the co-emperor;? the patriarch is taller 


1 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 75. | 

2 The coronation of the co-emperor Basileios, the son of Romanos ll, depicted on fol. 139v, 
is described by Skylitzes with the words: (Romanos II) arédei kai BagiAeiov TOV uiòv auTou dia 
TOV X£ipov lloAugüKroU TOU rrarpiápyxou EV TH peyá&àn EKKANGiaQ: THURN, Skylitzes, 248, 1-2. 
The ninth-century Theophanes Continuatus, on which Skylitzes is partially based, does not 
mention this coronation, but describes the coronation of the other son of Romanos I, 
Konstantinos, as follows: O 5& BaciAeUg Pwyavos kai £repov uióv petà d Ne oir 
aüToü dameyévvngev, Kwvotavtivov todtov óvopácag. kai per OU TOAU oréóeral 
[AU E UTD aioe £v TW GUBWVI TAS àáyiag Zodiac: THEOPHANES CONTINUATUS, 473, 
6-9. For the coronation of Basileios |, depicted on fol. 80r bottom, Skylitzes states, õiáðnpa pera 
HIKPOV aurQ TrepiTiIOna! KATA rrjv peyáànv EKKANGiav YEVOHEVOG: THURN, Skylitzes, 113, 24-25. 
LEON GRAMMATIKOS, 246, 16-247, 3, states, ëgteyev ó MixanA tov BaoiAelov. 
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than the co-emperor. The ruling emperor either stands next to the co-emperor and 
forms one group with him and the patriarch, or he is part of the group of dignitaries 
who attend the ceremony on the left-hand side of the scene. The clerics are 
represented separately, on the right. The miniature of fol. 114v bottom, depicting the 
coronation of the co-emperor Konstantinos, the son of Leon VI, is the only one in 
which the emperor is missing (Fig. 263). 

The miniature groups display the same iconography. The only difference is that in 
the Byzantine miniature, the ruling emperor does not stand next to the CO-emperor 
but next to the patriarch. This type is no more than an expansion of the formula used 
for the coronation of an emperor. The conclusion is strengthened by the fact that the 
patriarch is also depicted taller in these scenes. 


With regards to the literary sources, the tenth-century Book of Ceremonies by 
Konstantinos Porphyrogennetos reports that the co-emperor was crowned by the 
ruling emperor and that the patriarch blessed the vestments and the crown.! The 
fourteenth century description of this ceremony by Pseudo-Codinos states that the 
co-emperor was crowned by the emperor and the patriarch.? The other literary 
sources do not describe the ceremony.? The miniatures in the Skylitzes Matritensis 
are thus of great importance, as they illustrate the ceremony of the coronation of the 
co-emperor and complement the literary sources. 


Introductory Illustrations of the Beginning of a Reign 


The following miniatures are found directly before the beginning of a reign and thus 
signify the change of power. Judging from the content, they do not seem to depict a 
certain ceremony, but have an introductory and conventional character.4 





' DE CERIMONIIS (V), vol. 2,1, chapter 47. The first part of this chapter refers to the 
coronation of an emperor, while the second one refers to the coronation of a co-emperor, 
although the title to this part is misleading; see /bid. vol. 2,2 (commentary), 7-13; WALTER, 
Coronation, 454-455, with literature. 

? PS.-CODINUS, 259, 9-14. ! 

3 The following few examples, in addition to those mentioned above, give a general idea of 
how these authors referred to the coronation of the co-emperor: ZONARAS, 653, 7-8, states 
that Michael Stratiotikos (1056-1057 A.D.) received the diadem from Theodora (1054-1056 
A.D.). Konstantinos Doukas (1059-1067 A.D.) was crowned by his father while he was still an 
infant ZONARAS, 733, 6-11. Michael VII (1071-1078 A.D.) was proclaimed emperor by his 
father Konstantinos | Doukas: ZONARAS, 681, 9-11. PSELLOS, II, 148, recounts that he 
received the diadem from his father. The son of Alexios | Komnenos (1081-1118 A.D.), loannes 
(1118-1143 A.D.), received the diadem from his father shortly after his birth: ZONARAS, 739, 5- 
6. Andronikos Komnenos was crowned co-emperor in 1183 A.D. together with Alexios II in the 
St. Sophia: NIKETAS CHONIATES, 272, 70-79. 

* |n three cases there are no illustrations at all at the beginning of a new reign. This is the 
case for the reigns of Basileios |, Konstantinos VII, Romanos Il. The beginning of the reigns of 
Romanos |, and Basileios Il with his brother Konstantinos is missing. 
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The Byzantine Group 


The miniature of fol. 10r introduces the chapter dealing with the reign of Michael | 
and is the first illustration of the chronicle of Skylitzes, beginning after the preface by 
the author (Fig. 2). Michael | is depicted enthroned in the middle and the patriarch 
sits next to him. They are flanked by dignitaries.’ 

The reign of Theophilos is introduced by a miniature on fol. 42v (Fig. 93); the 
miniature was by mistake moved away from the beginning of this chapter and 
exchanged with the miniature on fol. 42r bottom. The Emperor Theophilos is depicted 
enthroned in the middle, flanked by dignitaries and two guards holding flags. The 
miniature introducing the reign of Michael IIl, on fol. 62r bottom, is painted according 
to the same iconographic formula (Fig. 152). The main difference is the placement of 
the scene in the interior of a long building. 

Walter claimed that the miniatures on fols. 42v and 62r bottom show proclamation 
scenes.^ Although they exhibit the same iconography as the proclamation scenes 
discussed above (e.g., fol. 12v), they should be considered separately. The first ones 
are introductory scenes, marking the beginning of a new reign, while the 
proclamation scenes illustrate the word davayopev_etai, mentioned in the relevant 
passage, which alludes to a concrete ceremony. 

The three introductory miniatures of the Byzantine group are based on the same 
iconographic type derived from the official imperial imagery, as shown above by the 
examination of the proclamation scenes. The monumental composition displays a 
highly representative character through the central, hieratical position of the emperor. 
The position of the emperor emphasises the official nature of these images. The 
miniature of fol. 62r bottom can also be iconographically compared to a miniature in 
the tenth-century Sacramentarium theol. 231, fol. 214r, of the University Library in 
Gottingen; it depicts a scrutinium showing a bishop sitting in the middle and flanked 
by several figures in an architectonic setting, similar to that found in the Skylitzes 
miniature.? 


The Western Group 
The reign of Leon VI is introduced by a miniature on fol. 106r (Fig. 239). The emperor 
is depicted enthroned on the left in three-quarters view, in front of an architectonic 
complex. A group of dignitaries stands opposite him. The same composition is seen 
in the lower miniature on fol. 196v, introducing the reign of Konstantinos VIII. The 
emperor sits here with crossed legs and the scene is framed by an architectonic 
setting (Fig. 469). | 

Before the beginning of the reign of the sons of Romanos ll and their mother 
Theophano, on fol. 142v top, a miniature is introduced depicting the three rulers 


! The addition of the patriarch is justified by the intention of the illustrator to stress the 
relationship between the emperor and the patriarch, as | explained above when examining this 
miniature. 

? WALTER, Coronation, 453. 

3 RICHTER-SCHONFELDER, Sacramentarium, pl. 33. 
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sitting inside an edifice to the right (Fig. 348). Again a group of dignitaries stands 
opposite them. The juxtaposition of rulers and dignitaries is also characteristic for the 
illustration on fol. 158r introducing the reign of loannes Tzimiskes and the sons of 
Romanos II (Fig. 399). This miniature copies the composition of the previous one. A 


similar composition introduces the chapter dedicated to the reign of Alexandros (Fig 
269). | 


Scenes and once a scene inspired by a Byzantine raising on a shield. 

Audience scenes were applied by the western painters to depict both, a 
proclamation and an introduction to a new reign. This means that no Specific 
iconographic type for a proclamation was developed. The same is true for the 
coronation of a co-emperor; for the depiction of this subject, the coronation of the 
ruling emperor was expanded and transformed. 

The Byzantine compositions exhibit a preference for frontal views. The western 
representations are more narrative and are characterised by a predilection for 
portraying the emperor in side or three-quarters view, the increased number of 
Secondary figures, and the inclusion of extensive architectonic Settings. A common 
model for the depiction of the coronation of a co-emperor and the raising on a shield 
has been demonstrated. 


The miniatures on fols. 198v, 206v bottom and 222r bottom depict wedding 
ceremonies, which at the same time mark the beginning of a reign of an emperor 
through his marriage to the ruling empress. These illustrations will be studied 
together with the other marriage scenes in the codex, as they share a basically 
identical iconography. 


eee 
1 E.g., on fols. 120v, 135r bottom, 173r bottom, etc. 
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MARRIAGE SCENES 


The coronation of the bridal couple was the most important part of the marriage 
ceremony.' In the imperial weddings there was a clear distinction between the OTEWIC 
(the coronation of an emperor) and the oTepavwya (the coronation with the wedding 
crowns).* The two ceremonies normally took place on the same day. The wedding 
scenes in the Skylitzes Matritensis depict various aspects of the church ceremony 
and combine traditional and innovative iconographical elements. In the following 
analysis, independent Marriage scenes as well as marriages combined with the 
coronation of an emperor will be examined. 


The Byzantine Group 


The miniature of fol. 53v depicts the marriage of Theophobos to the sister of Emperor 
Theophilos (Fig. 126). The couple stands in the middle under a vaulted edifice, clad 
in imperial costume. A bishop Standing on a suppedion between them crowns them. 
The emperor sits to the right and a man stands behind him in the background, while 
to the left dignitaries attend the ceremony. 

The composition of the central scene is modelled on coronation scenes depicting 
an imperial couple crowned by a figure in the middle. A scene on the ivory plaque in 
the Cabinet des Médailles, Paris, showing Christ between Romanos II and Eudokia, 
is one of the closest parallels to our miniature (Fig. 589).3 Even the architectonic 
frame is similar. The proportions are, however, different. On the plaque, Christ clearly 
Stands taller than the imperial couple, while in the miniature the bishop is about the 
same size as Theophobos and the bride. This schema is repeated in an ivory plaque 
in the Musée de Cluny, Paris, on which Christ crowns Otto Il and Theophano.4 

This iconographic type has been considered as a branch in the evolution of the 
dextrarum iunctio, the clasping of the right hands, applied in the Roman times to 
represent marriage scenes. It shows a divine figure, standing between the couple 


— PROPERE CPP RR re S NRI 

1 On the history and celebrations of marriage in the Christian world, see K. RITZER, 
Eheschlie&ung: Formen, Riten und religióses Brauchtum der EheschlieRung in den christlichen 
Kirchen des ersten Jahrtausends (Diss. Würzburg) Munich 1951; M.-B. VON STRITZKY, 
Hochzeit |, RCA, vol. 15, 921-930, with literature. A very detailed account of Byzantine wedding 
ceremonies is given by KOUKOULES, Bios, vol. 4, 70-147; see also MOLIN-MUTEMBE, Le 
rituel du mariage; G. DUBY, Le chevalier, la femme et le prétre - Le mariage dans la France 
féodale, Paris 1981; G. PASSARELLI, Stato della ricerca sul formulario dei riti matrimoniali: 
Studi bizantini e neogreci, Galatina 1983, 241-248; J. GAUDEMET, Le mariage en Occident, 
Paris 1987; M. DE GREGORIO and C. KLAPISCH-ZUBER (ed.), Storia del matrimonio, Bari- 
Rome 1996. 

^ From the beginning of the seventh century on, the Byzantine sources always refer 
separately to the oteþávwpa of the rulers and their otéwic with the imperial diadem; see K. 
RITZER, EheschlieRung, 42. 

3 OTT, Krónung, 90-92, no. 279, with literature. 

^ OTT, Krónung, 89-92, no. 92, with literature. 
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with its hands on their shoulders or hands, performing the dextrarum lunctio.' By the 
beginning of the fifth century, these deities had ceded their place to Christus 
pronubus. A well-known example is the depiction on the Dumbarton Oaks marriage 
belt (Fig. 590).? Apart from this type, in which Christ places his hands on the 
shoulders of the couple or unites their hands, there are also examples, although rare, 
of Christ holding the bridal crowns over the heads of the couple, like in a 
sarcophagus fragment of the Villa Albani.3 This schema could have been the 
archetype of the type shown in the above mentioned ivory plaques, in which, 
however, the bride and the groom do not perform the dextrarum iunctio. 

The group of three figures with a crowning figure in the middle is seen in several 
examples in Byzantium and the West. However, the preserved parallels are 
allegorical representations of a marriage or a coronation, which do not represent the 
actual rite. The Skylitzes miniature on fol. 53v is, thus, the only realistic Byzantine 
wedding representation of this type. 

The upper miniature on fol. 87v consists of two scenes, of which the one on the 
left depicts the marriage between the parakoimomenos Basileios (the later Emperor 
Basileios |) and Eudokia Ingerina (Fig. 214). The bridal couple is depicted in frontal 
view. The bride is clad in imperial costume. Two clerics stand to the left and bless the 
couple. Not the coronation of the couple, but rather the blessing of their marriage by 
priests is depicted here. The iconography of this scene is, consequently, different 
from that of the previous one. The couple does not symmetrically flank the bishop, 
but stands next to the priests blessing them. This scene may also be considered a 
realistic representation of a part of the wedding ceremony. 


The Western Group 


The wedding of Konstantinos VII and Helene is depicted in the lower miniature of fol. 
125r (Fig. 292). The bridal couple stands in the middle of a church and is crowned by 
a bishop who is shown larger in scale. Various groups of men flanking them attend 
the ceremony. The marriage scene on fol. 185r bottom, representing the marriage of 
Asotios to the daughter of a Bulgarian king (Fig. 463), exhibits a similar iconography 
with a taller bishop, as does fol. 198v, showing the wedding of Romanos III with Zoë 





1 On the iconography and the development of this schema, see OTT, Krönung, 87-128, with 
numerous eastern and western examples; see also G. BOVINI, Le scene della ‘dextrarum 
iunctio’ nell'arte cristiana, Bulletino della Commissione Archeologica Comunale di Roma 72 
(1946-1948), 103-117; B. KOTTING, ‘Dextrarum iunctio, RAC Ill (1957), 881-888; L. 
REEKMANS, La dextrarum iunctio dans l'iconographie romaine et paléochrétienne, Bulletin de 
l'institut historique belge de Rome 31 (1958), 23-95; G. VIKAN, Art and Marriage in Early 
Byzantium, DOP 44 (1990), 145-163; A. IACOBINI, ‘Dextrarum iunctio.’ Appunti su un 
medaglione aureo protobizantino, Notizie da Palazzo Albani 20 (1991), 49-66. 

? Dumbarton Oaks collection, no. 37.33, sixth or seventh century: E.H. KANTOROWICZ, On 
the Golden Marriage Belt and the Marriage Rings of the Dumbarton Oaks Collection, DOP 14 
(1960), 1-16. 

3 J. WILPERT, I sarcophagi christiani antichi, vol. |, Rome 1932, pl. LXXIV, fig. 3. 
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(Fig. 472). These two miniatures were painted by the artist B5 and are distinguished 
by the depiction of a red piece of drapery behind the couple's heads. 

Western marriage scenes in book illumination usually show the priest sitting or 
standing on one side of the picture and the couple embracing each other or holding 
hands opposite him.! It is, however, more probable that the western artists of the 
Skylitzes Matritensis adapted a coronation scene from our manuscript in order to 
depict a wedding: to the composition with the taller patriarch crowning an emperor, 
they added the bride. 

The wedding of Romanos II to Bertha-Eudokia on fol. 130v exhibits a different 
iconography (Fig. 311). The bridal couple is depicted in a church in frontal view, while 
the bishop stands to the right and blesses them. The usual separation of the clerics 
from the dignitaries attending the ceremony is also seen in this miniature. 


The following four miniatures combine a marriage with the accession to the throne: 


The miniature on fol. 129r bottom depicts the marriage of Stephanos and Anna and 
the coronation of Anna in two separate scenes (Fig. 307).There is a clear distinction 
between the ceremony of the otedavwuya and that of the otéwic in this miniature. The 
marriage scene is almost identical to that on fol. 130v (Fig. 311). The only difference 
is that the bride and groom are not turned towards the celebrating priest, but look at 
each other. In the coronation scene, Anna stands without the groom in front of a 
bishop who places the crown upon her head; the scene takes place under the 
supervision of the ruling Emperor Romanos |, the father of Stephanos. 

The marriage and the coronation on fol. 222r are also depicted in two miniatures. 
The upper miniature contains four scenes, the fourth of which shows the marriage of 
Zoé to Konstantinos IX Monomachos (Fig. 526). The couple stands in the interior of a 
church in three-quarters view. Opposite them, a priest is depicted standing behind an 
altar and reading out of a book. Dignitaries are seen behind the bridal couple. The 
difference between the iconography of this scene and that of the previous scenes 
can be easily explained by the fact that the artist is illustrating a different part of the 
wedding ceremony here, i.e., the priest reciting from the Gospel. As in similar 
representations by this painter, a rectangular panel, probably suggesting a drapery, 
frames the heads of the couple in the background. | 

The next miniature depicts the coronation of Konstantinos IX (Fig. 527). This 
scene employs iconography used for the coronation of an emperor, to which, 
however, the figure of the Empress Zoé is added next to Konstantinos. This addition 
indicates that we are dealing with a special form of accession to the throne, .e., 
through a marriage to the ruling empress. The scene differs from wedding pictures in 
that the bishop crowns only the groom. The couple is shown in frontal view. 

The wedding and coronation of Romanos lll is represented in one and the same 
scene on fol. 198v (Fig. 472). Romanos III ascended to the throne after he married 


1 Numerous representations of this kind are found in the manuscripts of the Pup ua 
Gratiani; MELNIKAS, Decretum Gratiani, III, 897, fig. 13, 985, fig. 30, 986, fig. 31, 987, fig. 33. 
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Empress Zoé. In this scene, the patriarch crowns only the emperor, as on fol. 222r 
bottom (Fig. 527). 

The marriage scene of Zoé and Michael IV on fol. 206v bottom reveals a few 
particularities (Fig. 490). The composition exhibits the standard placement of the 
couple in a church and the separation of the dignitaries to the left from the clerics to 
the right. The dignitaries hold vessels and candles. The patriarch reads out of a book 
and stands next to the couple. The stance of the couple is exceptional: they hold 
hands and look at each other with affection, while their crowns are connected with a 
piece of cloth. 

This miniature is significant for its realistic character. The piece of cloth which 
connects the two crowns is the oldest testimony of a tradition still extant in Orthodox 
countries. The wedding crowns (crépava) are connected to each other; they are 
placed by the priest upon the heads of the bridal couple and exchanged by the best 
man (arepavokpárup) above them. 

To which extent this scene can be associated with the ceremony of the ve/atio 
nuptials is not clear. This ritual was practiced apparently only in the Roman church 
and was unknown in Byzantium.’ The ve/atio scenes in the West depict the couple 
kneeling before the priest. They represent a different iconographic tradition, reflecting 
the western ritual. Numerous depictions of this subject can be found in the 
manuscripts of the Decretum Gratiani dating from the twelfth to the fifteenth century.? 
More apparent is, however, the dependence of the representation of the couple in the 
Skylitzes Matritensis on the dextrarum iunctio, as seen in the Dumbartion Oaks 
golden marriage belt and elsewhere (Fig. 590)». The last Byzantine representations 
of this theme date to the seventh century. In the West, this iconographic type 
reappeared in the tenth century and was frequently used for the depiction of 
marriages between private persons, as well as for figures from the Life and 
Sufferings of Christ and personages from Antiquity.^ In most of these pictures, a 





! The sources confirm this ritual from the fourth century. It symbolised the protection of the 
couple by God; see on this MOLIN-MUTEMBE, Le rituel du mariage, 25-27. According to the 
old custom, the bride was covered only with a piece of cloth (fammeum), symbolising that she 
was protected by her husband. KOUKOULES, Bios, vol. 3, 108, mentioned, however, a similar 
custom in Greece of today, which he traced back to the Byzantine tradition: After the coronation, 
a satin piece of cloth is spread upon the shoulders of the couple. 

? The last ten 'cases' of the Decretum (Causae XXVII-XXXVI) are a treatise on marriage 
and contain several marriage scenes; velatio scenes are reproduced, e.g., in MELNIKAS, 
Decretum Gratiani, vol. 3, 1013-1015 and 1043. 

3 The bride and the groom in our miniature do not give their right hand. Romanos holds with 
his right the left hand of Zoé. The artists did not always pay attention to this detail, but in most of 
the preserved representations the figures indeed extend out their right hand. Examples that 
deviate from this model already existed in Late Antiquity; see A. HEIMANN, Die Hochzeit von 
Adam und Eva im Paradies nebst einigen andern Hochzeitsbildern, Wallraf-Richartz-Jahrbuch, 
37 (1975), note 54. 

^ One of the oldest examples is found in the Lectionary of Otto Ill in Munich, Bayerische 
Staatsbibliothek, Cod. 4453, fol. 28r. Comparable is also a series of miniatures in the 
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priest celebrates the ceremony and not Christ. These representations vary somewhat 
in their iconography; the priest blesses the wedding couple by placing his hand upon 
the hands of the couple, or joins their hands. The representation of the dextrarum 
iunctio in our miniature must derive from the West, because this iconographic type 
has no parallels in Byzantium of the twelfth century, although the dextrarum iunctio is 
mentioned in written sources. Compared to the earlier depictions of this theme, 
however, there is a noticeable difference: the unity of the three-figure group is 
broken, as the celebrating priest has been shifted to the edge of the scene. 


In conclusion, we may remark that the iconography of the marriage scenes in the 
Skylitzes Matritensis is not uniform. The illustrators depict various aspects of the 
wedding ceremony: not only the coronation with the wedding crowns (fols. 53v, 125r 
bottom, 185r bottom), but also the blessing of the couple by the priest (fols. 87v top, 
129r bottom,130v) and the reading of a liturgical book (fols. 206v bottom, 222r 
bottom). The miniature on fol. 198v combines the wedding and coronation 
ceremonies in one scene. The examination of the wedding scenes has shown that an 
imperial coronation cannot be easily distinguished from a wedding coronation, above 
all because the compositions are similar and the crowns do not differ. The artists did 
not explicitly differentiate between a wedding crown (crépavoc) and an imperial 
crown (or£ppa). 

The various stances of the couples, shown in frontal or three-quarters view, and 
the diversity of their garments and other details, are reflected by the diversity of 
visual forms applied by both groups of artists, both Byzantine and western. 
Nevertheless, two basic types of marriage representations can be established: in the 
first the priest is placed between the bride and groom and crowns them with 
outstretched arms. This type appears in only one miniature, executed by a Byzantine 
artist. It can best be compared to symbolic Byzantine parallels from the imperial 
imagery. 

In the second basic schema, the bridal couple forms a separate group apart from 
the celebrating priest. The elements of this schema are employed frequently by the 
western artists of the Matritensis and in one of the two marriage scenes executed by 
the Byzantine painter. It is more elaborate owing to the large number of figures, the 
variety of their stances and, in the western miniatures, the complicated architectonic 
setting. It can be characterised as narrative, representing rites in a realistic manner. 


TRIUMPHAL SCENES 


In this chapter, | shall examine the following subjects: triumphal processions, the 
calcatio scene, hippodrome scenes, hunting scenes and the representation of 





manuscripts of the Decretum Gratiani, see MELNIKAS, Decretum Gratiani, vol. 3, pls. Il, Ill and 
p. 897, fig. 12, p. 904, fig. 25, p. 981, fig. 22, p. 982, figs. 24-25, p. 983, figs. 26-27. 
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generals offering their booty to the emperor.! The Skylitzes miniatures discussed 
here have a profane, narrative character. 


Triumphal Processions 


This subject is depicted only by the western painters of the manuscript. The upper 
miniature of fol. 172v, painted by the artist B5, shows the triumphal procession of the 
Emperor loannes Tzimiskes? (Fig. 433). The procession heads towards an 
unidentifiable building with two towers. A carriage drawn by two horses, on which the 
icon of the Virgin G/ykophilousa is placed, leads the procession. loannes Tzimiskes, 
clad in imperial costume, follows on a white horse. The patriarch and two more 
horsemen are seen behind him. 

Another miniature executed by the same painter, on fol. 183r top, depicts the 
triumph of Basileios II in Constantinople? (Fig. 457). The procession heads towards a 
building, simpler than the one of the previous miniature. The captives are placed at 
the head of the procession. The emperor follows on a white horse; three more 
horsemen are depicted behind him. 

The triumph of the general Stephanos is represented in the lower miniature of fol. 
224v. The Emperor Konstantinos IX, sitting within an architectonic complex, salutes 
the (riumphator by raising his hands. A horseman, holding a lance with the impaled 
head of the usurper Maniakes, is depicted at the front of the procession. Three rebels 
Sit behind him, mounted on donkeys. Stephanos follows on a white horse, in 
accordance with the text describing his triumph.4 


————— ——————— 

1 GRABAR, L'empereur, 43-62, divided the representations of triumph in Byzantine art into 
the following categories: a) The victory over demons and barbarians, b) The emperor on 
horseback, c) The bringing of gifts by subject nations, d) The general offering his booty to the 
emperor, e) Hippodrome scenes, and f) Hunting scenes. On this subject see also 
KOUKOULES, Bios, vol. II, 55-60; idem, O ®piauBog karà tovc BuCavrivoüg xpóvouc. 


Hyepoddyiov Tf Meyáànç EAAddoc, Athens 1923; A. ALFOLDI, Die Ausgestaltung des 


monarchischen Zeremoniells am  rómischen Kaiserhófe, Mitteilungen des Deutschen 
Archäologischen Instituts, Róm. Abt. 49 (1934), 1-118; TREITINGER, Reichsidee, 172-185; K. 
DIETERICH, Hofleben in Byzanz, Voigtlanders Quellenbücher, vol. 19, Leipzig 1912; H.S. 
VERSNEL, Triumphus. An Inquiry into the Origin, Development and Meaning of the Roman 
Triumph, Leiden 1970. 

? It is not an illustration of an Adventus or the Trporrourrr] of an icon, as K. HOLUM - G. 
VIKAN, The Trier Ivory, Adventus Ceremonial, and the Relics of St. Stephen, DOP 33 (1979), 
121, note 39, claimed. The icon was placed at the emperor's command on a carriage at the 
head of the procession. It was meant to serve as a sign of his piety and modesty; the carriage 
was originally decorated for the emperor: THURN, Skylitzes 310, 51-62. 

3 THURN, Skylitzes, 338, 34-36. 

^ THURN, Skylitzes, 428, 95-2. The emperor is not mentioned in the text, but his presence 
in the triumph of his general was self-evident for the artist. 
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The miniature on fol. 145r bottom depicts the entry of Nikephoros Phokas into 
Constantinople! (Fig. 358). He is represented on horseback. Two horsemen wearing 
red helmets with crest follow him. A group of musicians welcomes Nikephoros. Three 
of them blow trumpets, one beats a drum, and another plays a psaltery. A group of 
men stands in the background. To the right, a fanciful structure with an arcade on top 
is depicted. The miniature is an adventus scene 2 Nikephoros is not shown in triumph 
but while being received and led to the capital, in order to be crowned emperor. 

In the three triumphal processions in the Skylitzes Matritensis, the defeated 
enemy precedes and the triumphator follows.3 The adventor is, on the contrary, 
placed at the head of the procession. The details mentioned in the relevant passages 
are reproduced by the artist, but no one is depicted making gestures of acclamation, 
as one would expect. 

Triumphal representations are known since Roman times and also described in 
the Book of Ceremonies.^4 A distinction has been made between the adventus, i.e., 
the entry of the emperor into a city, and the triumph, i.e., the triumphal return of the 
emperor to the capital after a victory.5 The adventus representations emphasise the 
appearance of the emperor before the city. The triumphal scenes, on the other hand, 
show the entrance of the triumphator into and his procession through the city. The 
triumph and the adventus scenes are generally divided into two categories, 
symbolical and realistic. In the symbolical representations the emperor is 
accompanied or received by city personages.’ 

The Skylitzes miniatures can be ascribed to the realistic or historical categories, 
that is, they are narrative representations of relevant texts. Pictures of historical 
processions of emperors are preserved in various western chronicles, while the 
several triumphal scenes mentioned in Byzantine sources are lost.8 In the manuscript 





1 THURN, Skylitzes, 258, 56 - 259, 60. 

? On the adventus, see KANTOROWICZ, Advent; PETERSON, Einholung; W. DOTZAUER, 
Die Ankunft des Herrschers. Der fürstliche ,Einzug' in die Stadt (bis zum Ende des Alten 
Reiches), Archiv für Kunstgeschichte 55 (1973), 245-253; S. MAC CORMACK, Change and 
Continuity in Late Antiquity: The Ceremony of Adventus, Historia 21 (1972), 721-752; O. 
NUSSBAUM, ,Geleit’, RAC vol. 9, 965-1032. 

3 The carriage preceding the emperor loannes Tzimiskes contained the outfits of the 
Bulgarian kings, which allude to the defeated enemy. Above them was the icon of the Virgin: 
THURN, Skylitzes 310, 51-62. In the miniature on fol. 172v only the icon of the Virgin is visible. 

^ TREITINGER. Reichsidee, 172-173. 

5 KANTOROWICZ, Advent, 214; Wessel claimed that Der Adventus meint die Ankunft des 
Kaisers in einer Stadt, einer Provinz, einem unterworfenen Gebiet oder in der Hauptstadt zum 
Triumph nach errungenem Sieg'; WESSEL, Kaiserbild, 791; PETERSON, Einholung, 693, note 
J, stated: Zwischen der Einholung (aravrnow) und dem Triumphzug muß prinzipiell 
unterschieden werden ..., aber praktisch haben die verschiedenen Formen der TOLT groke 
Ähnlichkeiten miteinander gehabt. 

ê GRABAR, L'empereur, 234; KANTOROWICZ, Advent, 221 and note 89, used instead the 
terms historical and eschatological 

7 GRABAR, L’empereur, 45-54; S.G. KOEPPEL, Profectio und Adventus, Bonner 
Jahrbücher 139 (1969), 130-194. 

? Several examples are found in MADGALINO and NELSON, Emperor. 
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of Petrus de Ebulo in Bern, one finds several depictions of triumphal and adventus 
processions, which are similar to the Skylitzes miniatures.’ 

The Skylitzes miniature of fol. 145r bottom (Fig. 358) can be best compared to the 
entry of Solomon in the ninth-century Bible of S. Paolo fuori le mura? Various 
representations could have served as pictorial sources for the Skylitzes miniatures, 
however. The schema of the triumph and the adventus were used not only in imperial 
imagery, but also in depictions of the Entry into Jerusalem? and other biblical Scenes. 
The reduced iconography of the Skylitzes miniatures corresponds to a broad 
spectrum of pictorial sources, but hinders the tracing of a specific prototype for the 
manuscript. At the same time, the closeness of the miniatures to the relevant text 
passages should be emphasised. Every procession of a group of horsemen riding 
towards a building comes into question as a potential model. These widely spread 
formulas were adjusted to the requirements of the text by adding new elements. 

For the triumph of the general Stephanos with the depiction of a horseman, 
holding a lance with the impaled head of Maniakes, a leitmotiv could have been 
borrowed from the David iconography. A very abbreviated scene, comparable to that 
of the Matritensis, is found in the ninth-century Sacra Parallela, codex Par. gr. 923.4 
On fol. 344v the return of David after his victory over Goliath is depicted. David is 
shown on horseback holding a lance, on which the head of Goliath is impaled. The 
triumphal return of David is similarly represented in the codex Athos, Vatopedi 761 
(dated 1088 A.D.), fol. 13v, with an additional depiction of citizens welcoming him 
(Fig. 577).5 


Calcatio 
The Byzantine Group 


The lower miniature of fol. 31v shows a soldier before the emperor, stepping on the 
decapitated son of the rebel Thomas (Fig. 62). This scene is a topos of imperial 





! KOLZER-STAHLI, Petrus de Ebulo, fols. 102r, 108r, 111r, 124r, 134r; figs. pp. 63, 87, 99, 
151, 191. 

? SAN PAOLO FUORI LE MURA, pl. XV. 

° A close connection, not only from an iconographic but also from a contextual point of 
view, exists between the adventus of an emperor and the Entry into Jerusalem, as GRABAR, 
L'empereur, 235-236 has demonstrated; see also E. DINKLER, Der Einzug in Jerusalem. 
Ikonographische Untersuchungen in Anschluß an ein bisher unbekanntes Sarkophagfragment, 
Opladen 1970; E. LUCCHESI PALLI, Einzug in Jerusalem, in RBK, Il, 22-30; eadem, LCI, 1, 
593-597; D. STUTZINGER, Der Adventus des Kaisers und der Einzug Christi in Jerusalem, 
Spátantike und frühes Christentum, Ausstellung im Liebighaus Museum alter Plastik, Frankfurt 
a. M. 1984, 284-307. The origin of the iconography of the Entry of Christ in the adventus 
iconography was rejected by T.F. MATHEWS, The Clash of Gods, A Reinterpretation of Early 
Christian Art, Princeton 1993, Chapter 2. The use of the same basic schema, however, IS 
obvious, even though Christ holds no imperial insignia. 

4 WEITZMANN, Sacra Parallela, 78-79, fig. 120. 

5 ATHOS TREASURES, IV, fig. 210 
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iconography, inspired by the ceremony of the ca/catio.! The composition is found in 
the tenth-century Joshua Roll, codex Pal. gr. 431,2 and in Octateuchs. The miniature 
on fol. 453v of the Octateuch Vat. gr. 746 from the twelfth century is similar to our 
miniature.? The leaders of Joshua's army step on the neck of the captured kings. 
Joshua is depicted enthroned next to them. 

The right scene of the miniature on fol. 37r shows the Emperor Michael Il setting 
one foot on the neck of the prostrate Thomas the Rebel (Fig. 77). In this case, it is 
the emperor himself who triumphs over the adversary, an iconographic type found in 
Roman imperial imagery.^ A coin from the time of Constantine the Great has a similar 
image;° on the reverse, a Victoria is depicted sitting and holding a palm branch in 
each hand; a trophy lies in front of her. Victoria sets her foot on a captive, who turns 
his head in her direction. 


The Western Group 


The only scene depicting a ca/catio in this group is found on fol. 136r top (Fig. 327). 
The miniature contains three scenes, which illustrate the arrest of Apolasaer. The 
right scene depicts the emperor in his throne putting his foot on the neck of 
Apolasaeir, who prostrates in front of him. The pictorial source of this scene is 
identical to that of the miniature on fol. 37r. Both the Byzantine and the western 
illustrators, thus, used an iconographic schema adopted from imperial imagery. 


Generals Offering their Booty to the Emperor 


Several miniatures of the Skylitzes Matritensis express the power of an emperor by 
depicting his generals presenting him with war booty from their victories. Captives 
are also included, not only those of foreign nations, but also prisoners captured 
during failed rebellions. Only miniatures executed by western painters illustrate this 
subject. Common to all of them is the representation of the emperor on one side of 
the miniature and of the men bringing booty or leading captives on the other side 
(fols. 99r, 100r, 148r bottom, 183v, 186r, 231v; Figs. 221, 224, 369, 459, 464, 547). 

In triumphal iconography, the motif of the bringing of booty by conquered people 
is frequently encountered. The motif passed from oriental art to Roman triumphal 


1 On the iconography of the ca/catio, see F.J. DOLGER, Der Fuftritt des Sieges auf dem 
Kopf des Besiegten, Antike und Christentum 3 (1932), 283 ff.; E. DINKLER - VON SCHUBERT, 
Fusstritt', in LCI, vol. 2, 67-69, with literature. The ceremony is described in the Book of 
Ceremonies, DE CERIMONIIS, I, 69: 332, 18. " A 

? WEITZMANN, Joshua Roll, fig. 45; on this rotulus, see also Biblioteca Palatina, Exhibition 
Catalogue, Heidelberg 1986, vol. 1, 136-140, with further literature. 

3 LOWDEN, Octateuchs, fig. 171. 

^ The step on the neck appears in Trajan's time; see E. DINKLER-VON SCHUBERT, 
Fufstritt, in LCI, vol. 2, 68. 

5 J. MAURICE, Numismatique Constantinienne, vol. Il, Paris 1911, 8 and 513-514, pl. XV. 
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iconography, where the emperor is often shown receiving gifts from the barbarians. 
Parallels are found in Byzantine art , e.g., on the base of the obelisk of Theodosius 
and the column of Arcadius.! The composition of these representations, however, 
differs from those of the Skylitzes miniatures. The representation on the base of the 
Obelisk of Theodosius depicts the emperor in the Upper zone enthroned in the 
kathisma in frontal view and flanked by a group of courtiers. In the lower zone, the 
conquered nations are shown kneeling and offering their gifts.? 

The schema exhibited in the Skylitzes miniatures can be classified under the 
large category of audience scenes in this manuscript. A similar arrangement of 
figures is used, as we have seen, to illustrate various other themes, e.g., embassies 
(compare to fols. 102r, 200r, 201r, 204r top; Figs. 230, 476, 478, 485). They mainly 
differ only in the appearance of the prisoners, while the booty is often similar to the 
gifts carried by the ambassadors. 


Proskynesis 
The Byzantine Group 


Only one miniature depicts the proskynesis in the Byzantine part of the codex. On fol. 
42r bottom, the Emperor Theophilos is depicted enthroned, while being acclaimed by 
a group of dignitaries (Fig. 92). A man prostrates before him and holds his foot in 
order to kiss it. He expresses his gratitude to the emperor, who promises to reward 
the supporters of his father. 


The Western Group 


Four illustrations executed by western painters depict a proskynesis. On fol. 80r top, 
illustrating the demise of the usurper Bardas Phokas, one scene shows him falling 
with outstretched arms to the feet of Michael III to beg for mercy (Fig. 194). Similarly, 
Romanos | Lekapenos prostrates in front of Konstantinos VII in the left scene of the 
miniature on fol. 125r top (Fig. 291). In this case, the scene develops inside a 
building. 

On fol. 126r, the upper miniature depicts Romanos | sitting to the right (Fig. 294). 
The citizens of Chrysopolis kneel before him and one of them kisses his feet. The 
artist chose a proskynesis scene to show that the men of the usurper Leon Phokas 
defected to the emperor's side. A similar scene is found on folio 151v bottom (Fig. 
383). Leon Phokas is depicted Sitting; three Arab envoys kneel in front of him and 
Stretch their hands out, appealing to him not to destroy their city of Tarsos and 
offering to surrender it to him. This scene illustrates the fact that the proskynesis was 
initially a gesture of petition: it only later became a gesture of adoration.3 Therefore, 


DE É—— 
! GRABAR, L’empereur, 54-57 and 131-133. 
? GRABAR, L'empereur, pl. XII; see also G. BRUNS, Der Obelisk und seine Basis auf dem 
Hippodrom zu Konstantinopel, Berlin 1935. 
3 TREITINGER, Reichsidee, 84. 
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the scene on fol. 107r bottom is also iconographically relevant; it shows the monk 
Sandabarenos in proskynesis, begging the Patriarch Photios to dethrone him (Fig. 
242). 

m miniatures of both groups are based on the same iconographic schema, 
altered in order to correspond better to the relevant text. The composition basically 
consists of the juxtaposition of the emperor (or the patriarch) and a figure kneeling 
before him and holding or kissing his feet. In three cases, the proskynesis is 
combined with the kissing of the feet. This iconography has a long tradition, traceable 
back to the Roman era. The proskynesis of the emperor by barbarians is found in 
triumphal arches and on coins.! The emperor is usually depicted sitting on a high 
pedestal in side view. The barbarians kneel before him and stretch their hands out. 

Comparable material is frequently found in Byzantine narrative scenes of similar 
content? and in official portraits, like the St. Sophia mosaic, probably depicting Leon 
VI in proskynesis before Christ. A parallel from western book illumination can be 
found in the codex of Petrus de Ebulo, fol. 129r; in the lower zone, Richard Lionheart 
prostrates before the German Emperor Henry VI and is about to kiss his feet. The 
Emperor is represented in a monumental manner, sitting in three-quarters view and 
holding a palm branch in his left hand and raising his right.^ An exact parallel to the 
Skylitzes miniature on fol. 107r bottom is found in an icon of St. Nicholas in the 
Pinacoteca Provinciale, Bari.» St. Nicholas is adored by three personages, one of 
whom kisses his feet. A miniature in the codex Iberon 463, fol. 63r is also 
comparable (Fig. 565).® It is certain that the illustrators of the Matritensis used a 
current iconographic type for representing this ceremony. 





t The coinage of Trajan shows the submission of Parthamasiris, slightly bending before 
Trajan: P.L. STRACK, Untersuchungen zur rómischen Reichspragung des 2. Jhs., |, Stuttgart 
1931, figs. 220, 450. 

? See, for instance, a few miniatures in the Psalter Vat. gr. 752, fol. 447r, dated 1059 A.D. 
(DE WALD, Vat. gr. 752, pl. LI) and the eleventh-century Par. gr. 74, fol. 143r (OMONT, 
Évangiles, fig. 125). On the proskynesis, see. R. GIULLAND, Autour du livre des Cérémonies 
de Constantin VII Porphyrogénéte. La cérémonie de la TpookUvnaic, Revue des Études 
Grecques 59-60 (1946-47), 251-259; TREITINGER, Reichsidee, 84-90; 1. SPATHARAKIS, The 
Proskynesis in Byzantine Art. A Study in Connection with a Nomisma of Andronicus Il 
Palaeologue, in: SPATHARAKIS, Studies, 193-224. For the history of the proskynesis in the 
Greek-Roman world, see A. ALFÖLDI: Die Ausgestaltung des monarchischen Zeremoniells am 
römischen Kaiserhofe, Mitteilungen des Deutschen Archäologischen Instituts, Römische 
Abteilung 49(1934), 39ff. and 45ff. 

E CORE Interpreting the Mosaics of St. Sophia at Istanbul, Art History 4/2 (1981), 
131-149. | mE 

* KOLZER-STAHLI, Petrus de Ebulo, 170, suggested that the artist had used a pictorial 
source showing either the proskynesis practised in the Norman court, which was adopted bud 
the Byzantine court ceremonial, or the prostration and kissing of feet practiced in the church, 
which was considered a sign of highest adoration. 

` | BIZANTIN! IN ITALIA, fig. 426. 

€ ATHOS TREASURES, II, fig. 88. 
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Hippodrome Scenes 


The games in the hippodrome served not only to entertain, but also to celebrate the 
emperor as triumphator.! The military victories of an emperor were compared to his 
victories as a charioteer.2 From this point of view, the miniature discussed below, 
painted by a Byzantine artist, can be considered an illustration with triumphal 
character. 

On fol. 77v, Michael III is represented standing on a biga (Fig. 189). His depiction 
is connected with a story which emphasises the passion of this emperor for races. It 
is of great importance, because in Byzantine art the emperor is rarely represented in 
the Hippodrome. The few preserved depictions of this kind do not show him as a 
charioteer, but in his ceremonial role.3 An exception is possibly the controversial 
representation of an emperor on a chariot embroidered on silk fabric in the Victoria 
and Albert Museum (Lienard Collection).4 The emperor is shown in frontal view with a 
halo, raising his hands; he is crowned by a flying Victoria (?). 

Grabar claimed that Manuel | (1143-1180 A.D.) and Andronikos | (1183-1185 
A.D.) were depicted taking part in chariot races.5 This statement, however, was 
based on a misinterpretation of the relevant passages by Eustathios of Thessalonica 
and Niketas Choniates, who he cited.9 In fact, for the twelfth century, there is no 
evidence for the depiction of an emperor in the Hippodrome in official imperial 
imagery, which is surprising, considering that the emperors held games in every 
period of Byzantine history.” 

The form of the chariot in the Skylitzes manuscript can be compared to that of 
Elijah in the Book of Kings Vat. gr. 333, fol. 109v.8 The vertical arrangement of the 
wheels is identical in the miniatures. This type of chariot appears in several narrative 
cycles. The chariot of a eunuch in the ninth-century Psalter Athos, Pantokratoros 61, 
fol. 85r bottom, is one of the closest parallels.9 


— €——— I  — (€ NR 

1 For the ceremonies performed in the hippodrome, see TREITINGER, Reichsidee, 169- 
172. 

? Michael lll was known for his passion for the races; similar reports also exist about 
Theophilos: Georgios Monachos, Chronographia (ed. Muralt), 707, 21ff. 

3 On the iconography of this subject, see GRABAR, L'empereur, 62-74; WESSEL, 
Kaiserbild, 809-814. 

*^ GRABAR, L'empereur, pl. IX, 2. 

* GRABAR, L’empereur, 58, 62. 

6 See on this MAGDALINO and NELSON, Emperor, note 110. The passages are: 
EUSTATHIOS, Oratio ad Manuelem, ed. by W. Regel, Fontes rerum byz., 40; NIKETAS 
CHONIATES, 333, 56-59. For a translation of the Choniates passage, see MANGO, Art of the 
Byzantine Empire, 234-235. 

" MAGDALINO and NELSON, Emperor, 164-166. 

? LASSUS, Livre des Rois, pl. XXXI, fig. 104; see also E. LUCCHESI PALLI, Elias, in LCI, 1, 
607-613. 

? ATHOS TREASURES, III, fig. 203. On the chariot, see LCI vol. 4, 476-78 with literature. 
Compare also the miniature in Oppians Cynegetika, Codex Marc. gr. Z 479, fol. 8v, showing 
Dareios pursued by Alexander the Great: WEITZMANN, Mythology, 104 ff., 118. 
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Hunting Scenes 


Imperial power and strength were not only expressed by the victories in war and in 
the Hippodrome, but also during the hunt.! In this sense, the hunting scenes endow 
the emperor with a heroic character; they also belong to the repertoire of triumphal 
iconography, and although they cannot be connected to a certain ceremony, they will 
be discussed here under this subject. 

The following two miniatures were executed by Byzantine painters: Firstly, the 
miniature on fol. 85v bottom, containing three scenes. The scene on the left-hand 
side depicts a hunt (Fig. 208). Emperor Michael III is represented on horseback in 
front of a group of riders with raised lances. He raises a club and chases a hare 
running in front of him. 

The next miniature, on fol. 86r, is part of an interpolated story within the chronicle 
of Skylitzes, which narrates the manner in which Basileios gained the throne. It is 
interesting to see that the magnitude of the future emperor was also manifested 
during the hunt. The miniature shows a group of riders to the left (Fig. 210). The 
emperor Michael Ill is visible among them wearing a crown. Basileios is represented 
on horseback, clad in military costume and, in a historical anachronism, wearing a 
crown; he attacks and kills with the bardoukion an animal resembling a horse, 
although the text mentions a giant wolf. 

The miniatures are composed according to the same principles. Most of the 
hunters are depicted in military costume, emphasising the military character of the 
hunt. The symbolic relation between military victories and the success in the hunt is 
illustrated by this costume. It is, therefore, not surprising that the groups of hunters in 
the Matritensis do not particularly differ from the groups of soldiers in battle scenes. 

In the twelfth century, there is evidence for depictions showing Manuel | and 
Andronikos | hunting, these are, however, now lost.? The Skylitzes miniatures give us 
an idea of how these depictions may have looked. 


The miniatures classified under the subject of triumph rarely allow an iconographical 
comparison between the two groups of artists of the codex. A few motifs, like the 
proskynesis and the ca/catio, indicate the use of common models by the Byzantine 
and the western illustrators. The triumphal iconography of the Matritensis includes 
formulas and pictorial elements which ultimately derive from Roman and Late 
Antique imperial imagery. The Skylitzes miniatures could be considered reflections of 
the lost official art of the Middle Ages. They were altered in narrative scenes through 
the addition of details necessary to render the text they illustrate. 





1 TREITINGER, Reichsidee, 184-185. 
? GRABAR, L'empereur, 58-59; MAGDALINO and NELSON, Emperor, 169. 
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THE EMPEROR AT WAR 


The representations of the emperor's military campaigns in the Skylitzes Matritensis 
are also of great importance because depictions of this kind are rare. The victorious 
emperor was the embodiment of imperial power, and his portrayal formed an 
important part of the decoration of the palaces, as the sources inform us.1 The 
emperor is shown in five battle scenes in the Matritensis. 


The Byzantine Group 


The Byzantine battle miniatures in which the emperor appears are of representative 
character. The emperor occupies the centre of the composition. A good example of 
this kind is seen in the miniature of fol. 54r, showing Theophilos retreating with his 
army to a mountain (Fig. 127). 

A similar schema, with the emperor depicted in the middle, is also used on fol. 
99v bottom, showing the expedition of Theophilos against the Saracens (Fig. 132). 
The scenes on fols. 16r and 30r, portraying the rebels Bardanios and Thomas, 
respectively, exhibit a similar formal composition (Figs. 19, 58). Bardanios and 
Thomas are depicted as emperors and occupy the same place within the 
composition. Sometimes the illustrator only needed to characterise one of the 
soldiers in the middle of a group of riders as emperor. This becomes clear if we 
compare, e.g., fol. 87v bottom, showing a typical depiction of the imperial cavalry, to 
fol. 55v bottom, in which none of the horsemen is characterised as emperor (Figs. 
215, 132). The arrangement of the horses and even isolated horses in the two 
miniatures are identical (e.g., the brown horse turning its head backwards). 

A similar composition is found in codex Vat. gr. 333, fol. 19r (Fig. 599), showing 
Saul flanked by groups of riders.2. An abbreviated example is seen in Vat. gr. 752, 
fol. 405r;? David, holding a standard, is flanked by two horsemen. 


The Western Group 


In the miniatures of this group, the emperor is not depicted among his horsemen, but 
rides at some distance from them. On fols. 167v and 195v, the emperors Basileios Il 
and loannes Tzimiskes, respectively, follow their horsemen without taking an active 
part in the battle (Figs. 421, 467). 


The Byzantine and the western miniatures, reveal a different attitude towards the 
subject of the emperor during a military Campaign. The Byzantine artists emphasised 
the presence of the emperor among his soldiers and depicted him in the centre of the 


1 GRABAR, L'empereur, 39-43; MANGO, Art of the Byzantine Empire, 108-110, 196-198; 
MAGDALINO and NELSON, Emperor, 164. 

2 LASSUS, Livre des Rois, fig. 32. 

3 DE WALD, Vat. gr. 752, pl. XLVII. 
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composition. The western artists, on the other hand, accentuated his quality as a 
leader and portrayed him behind his soldiers. 


THE DEATH OF THE EMPEROR 


The Byzantine Group 


The upper miniature of fol. 42r depicts the death of Emperor Michael II (Fig. 91). The 
emperor is shown on his death-bed in the middle of the composition. He is haloed, 
crowned and clad in imperial garments. He is flanked by clerics and court dignitaries 
holding candles. A few clerics hold books and censers. A man can be seen bent over 
at the end of the bed raising his hands. Four large candlesticks flank the deceased. 
The miniature utilises the standard iconography of death scenes. This iconography is 
known from representations of various saints in Menologia and other art media, and 
was developed under the influence of the Ko/mesis of the Virgin.! The absence of 
Christ is a common feature of these depictions. To this extent, reduced 
representation of the formal aspects of the Ko/mes/s was used, without background 
elements, as seen, e.g., in a miniature painted in the eleventh-century Homilies of 
Gregory of Nazianzus, Dionysiou 61, fol. 35r, depicting the death of St. Basil (Fig. 
566).? 

The death of Theophilos is depicted on fol. 61v bottom (Fig. 150). The emperor, 
clad in golden garments, is shown on a bed. The empress embraces and kisses him. 
One man stands behind the bed and another kisses the feet of the emperor; five 
more men flanking the bed raise their hands in mourning. This scene is more vivid 
than the more hieratic one on fol. 42r top. The iconographic schema is based on the 
Lamentation of Christ, a theme which appears for the first time in ivories and book 
illustrations of the eleventh century.? The mourning gestures of the people in the 
miniature and the way the empress embraces Theophilos recall the emotional 
depictions of this subject found in monumental painting, e.g., in the St. Panteleimon 
Church in Nerezi (1164 A.D.).^ 


1 On the iconography of the Koimesis, see H.R. PETERS, Die lkonographie des 
Marientodes, Ph.D. Bonn 1950; G. HOLZHERR, Die Darstellung des Marientodes im 
Spatmittellalter, Ph.D. Konstanz 1971; J. KOLLWITZ, Bestattung, RAC II, 208-219; K. KREIDL- 
PAPADOPOULOS, Koimesis, RbK IV, 135-182; J. MYSLIVEC, Tod Mariens, RbK IV, 333-338. 

2 GALAVARIS, Homilies, fig. 363, cat. no. 3; ATHOS TREASURES, I, fig. 111. o 

3 On the iconography and the development of this subject, see K. WEITZMANN, The Origin 
of the Threnos, De artibus opuscula XV - Essays in Honor of E. Panofsky, New York 1961, l 
476-90; reprinted in idem, Byzantine Book Illumination and Ivories, London 1980, article no. IX; 
see also |. SPATHARAKIS, The influence of the Lithos in the Development of the Iconography 
of the Threnos, in: Byzantine East-Latin West, Studies in Honor of Kurt Weitzmann, ed. by Ch. 
Moss and K. Kiefer, Princeton 1995, 435-446; reprinted in: SPATHARAKIS, Studies, 225-248. 

* On the frescoes of Nerezi, see P. MILJKOVIC-PEPEK, Nerezi, Belgrade 1966; R. 
HAMANN-MAC LEAN, Grundlegung zu einer Geschichte der mittelalterlichen 
Monumentalmalerei in Serbien und Makedonien, Gießen 1976, 261ff; DURIC, Jugoslavien, 15ff. 
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The representation of the death of Ivan Asen, the son of Ivan Alexander, in the 
fourteenth-century Bulgarian Manasses chronicle, fol. 2r, is directly modelled after 
the compositional schema of the Koimesis of the Virgin.1 An earlier example of the 
death of a historical person is found in Sopoéani (1263-1268 A.D.); it represents the 
death of the queen Anna Dandolo, the mother of King Uroš 1.2 In both the Manasses 
miniature and the Sopocani fresco painting Christ appears in the scene, making 
these pictures symbolical. The Skylitzes miniatures, although they are inspired by 
religious images, have a purely profane character and function. 

The illustrators of the Skylitzes are the first who applied this schema to the death 
of an individual in Byzantine art. A poem of Nicholas Kallikles mentions a lamentation 
scene on the walls or the ceiling of the Kouboukleion, the golden chamber of the 
Great palace in Constantinople, but this scene is not preserved:? loannes |I 
Komnenos (1118-1143 A.D.) was depicted lamenting his father Alexios. 


The Western Group 


A basic schema, which was often repeated, characterises the depictions of the 
emperor's death in this group. The emperor is represented inside an edifice; he lies 
as a rule from right to left on his deathbed and is covered with a blanket, which 
leaves only the upper part of his body visible; he wears a crown. A drapery, 
decorated with various designs, hangs from the bed. Around the deceased emperor, 
mourning dignitaries and clerics are shown, mostly divided in two groups: the clerics 
stand to the right, at the head end of the bed, and the dignitaries to the left (fols. 116r 
bottom, 139r top, 141v bottom, 142r bottom and 143r bottom; Figs. 268, 336, 345, 
347, 351). 

The miniatures showing the death of the emperor in a monastery form a separate 
group. In this case, monks are depicted around the emperor and the architectonic 
setting differs (fol. 127v bottom, 133v top; Figs. 301, 320). On fol. 218r the emperor is 
clad in monk's attire and wears the koukoulion, because he died as a monk (Fig. 
516). 

The same compositional schema is also used for the representation of the death 
of the Patriarch Stephanos of Amasseia on fol. 127r bottom (Fig. 299). He is clad in 
sticharion, phelonion and omophorion. A book is placed on his chest. The clerics 
around him hold books, while two deacons hold censers. On fol. 145v bottom the 
death of the parakoimomenos loseph Bringas is rendered according to the same 
schema (Fig. 360). An interesting detail is here the depiction of an altar in the apse, 
above which three lamps hang. Two lighted candles on stands are also visible at the 
head of the bed. 

The western depictions of this subject in the Matritensis have a more narrative 
and realistic character. The framing architectonic setting is richer and gives the 





1 DUJCEV, Manasses-Chronik, fig. 2; on this miniature see also SPATHARAKIS, Portrait, 
162-164, fig. 103. 

? |. DJURIC, Sopoéani, Belgrade 1963, fig. on p. 23. 

3 MAGDALINO and NELSON, Emperor, 126-130. 
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impression of a realistic interior. Comparative material is found in the West. In the 
Hortus Deliciarum, fol. 204v, Solomon is depicted lying on a bed and surrounded by 
soldiers inside an edifice.! The form of the bed is similar to that in the Skylitzes 
miniatures, although the cushion is different. More parallels can be found in the 
illustrated Alexander Romance kept in the University Library of Leipzig, Rep. Il. 4°, 
143 (Fig. 567).? 


Comparing the representation of the death of the emperor in the two illustration 
groups of the Matritensis, we may conclude that the iconography is not identical. The 
Byzantine miniatures are influenced by the schema of the Koimesis, while the 
western part constantly repeats a composition situated in an edifice, for which 
parallels exist in the western art. These pictures mostly depict the emperor lying from 
right to left, whereas in the Byzantine miniatures he lies in the opposite direction. 


REPRESENTATIONS OF FOREIGN RULERS 


The Byzantine Group 
In the Byzantine miniatures of the codex, the foreign rulers are depicted in a similar 
manner as the Byzantine emperors, except for a few details. 

The Bulgarian ruler Krum is clad in imperial costume and wears a crown (fol. 11r 
top, 18v top; Figs. 4, 26). The representation of the Arab Amermoumnes on fol. 38r 
bottom and 39r does not differ from that of a Byzantine soldier (Figs. 80, 82). On fol. 
60r he is clad in a tunic with segmenta, and wears the Kassidion, which belongs to 
the military equipment of the Byzantine soldiers (Fig. 144). On fol. 47v bottom, he 
wears a turban, but his dress and the suppedion are Byzantine (Fig. 109). Only on 
fol. 47r, the Amermoumnes wears a striped robe, which is more appropriate for an 
Arab (Fig. 107). | 

A mixture of court and military garments is seen in the representation of the 
Caliph Mamum (fol. 75v; Fig. 184). The ruler of the Franks on fol. 61r bottom wears a 
tunic and a pointed helmet (Fig. 148). 

On fol. 232r the ruler of the Turks is depicted with long, curly hair (Fig. 548). His 
crown is tall, rectangular, and decorated with a check pattern. His red tunic reaches 
to the knees, has segmenta, and is buttoned at the front. | 

The ruler of the Persians, Mouchoumet, appears on fol. 232v bottom wearing a 
lamellar A/ibanion on his torso underneath a long, red tunic (Fig. 950). The illustrator 
emphasised his foreignness by decorating the edifice behind him with an antique 
statue and acroteria. 


1 R. GREEN, Herradis: Hortus Deliciarum (Studies of the Warburg institute, 36), London - 
Leyden 1979, fig. 279. 

? KIRSCH, Das Buch von Alexander, figs. on pp. 26 (fol. 11v), 167 (fol. 88r) etc. In these 
Scenes, however, the deceased person lies from left to right. 
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Unlike the depictions of the aforementioned foreign rulers, who are shown either in 
Byzantine costume or in mixed garments, the representation of the Bulgarian 
Koutragon (or Moutragon) doesn't change. On fols. 35r and 82r top and bottom, he is 
clad in a short tunic decorated with horizontal bands (Figs. 71, 199). Underneath he 
wears dotted anaxyrides. On fol. 82r he bears a furry white hat. This constant 
representation is either typical for Bulgarians in general or for Koutragon and 
indicates that a concrete model was used for his depiction. 


The Western Group 


In the depiction of foreign rulers, the western miniatures operate according to the 
same principle as the Byzantine ones. The Russian rulers on fols. 103v top and 
bottom, 171r top, 172r bottom, 225v top and 226r bottom, and the Bulgarian Petros 
Deleanos on fols. 215v and 216r are represented like the Byzantine emperors, as 
painted by each artist (Figs. 231, 232, 428, 432, 934, 536, 510, 511). An indication of 
the foreignness of the rulers could be the form of the throne on fol. 171r top: it has 
the form of a horse head on top (Fig. 428). 

The representations of the Arab rulers are especially interesting (fols. 97r top, 
113v top, 136r middle, 148r top, 148v bottom, 178v, 179r top; Figs. 217, 259, 327, 
368, 371, 449, 450). The details of their depiction, garments, and headdress, and the 
depiction of their mode of sitting indicate a familiarity with the Arab world on behalf of 
the illustrators. The rulers sit on wide cushions (fol. 113v top; Fig. 259) or wide 
thrones (fol. 178v; Fig. 449). They way they sit is lazy and comfortable. This 
impression is strengthened by their wide garments. The turban differs from that 
shown in the Byzantine miniatures in that it covers the entire head. 

The assimilation of the foreign rulers to the standard representation of Byzantine 
emperors is not surprising; it is a well-known convention in the art of the Middle 
Ages.! Both groups of artists attempt to indicate the foreignness of the rulers, but 
restrict themselves to altering curious iconographic details. For this reason, the 
consequent representation of the Arab rulers in the western part of the manuscript 


should be particularly emphasised. This indicates that one of the illustrators may 
have been an Arab. 


COMBAT SCENES 


A large number of miniatures in the Skylitzes Matritensis depict battle scenes. This 
category includes cavalry, infantry, and naval battles, sieges of cities, etc., and forms 
with over one hundred scenes the largest group of the manuscript. This is not 
surprising, because the history of the Byzantine empire, as narrated by Skylitzes and 
other chroniclers, is first of all a history of the deeds of the emperors who actively 
participated in warfare. 


! HAUSSHERR, Convenevolezza, 23-24. 
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The Skylitzes Matritensis is an important source for researchers of warfare. 
Hoffmeyer devoted an article to the military equipment found in the Matritensis and 
Kolias considered this manuscript one of the most significant sources for his research 
on the history of Byzantine weapons.! As he frequently noted, however, there is a 
danger of misinterpretation when studying the pictorial material, because the 
depiction of weapons is not always accurate. Stereotyped forms, which are not 
always up to date, are frequently employed.? Hoffmeyer overestimated the material 
supplied by the miniatures to some extent.? One may not assume that all the artists 
were able or wished to represent arms realistically, as an analysis of all the 
depictions shows. Scholars rely on the Skylitzes miniatures more than other sources. 
Hoffmeyer even stated that, as regards to the battle scenes, the Skylitzes Matritensis 
is of greater significance than the famous Bayeux tapestry, or is at least its pendant 
for Byzantine art;* not only the great number of scenes, but also the variety of forms 
of the depicted objects led her to this statement. For a classification of the arms 
shown in the Skylitzes Matritensis, their history and parallels, the detailed study of 
Hoffmeyer is recommended. In my study, the basic features of the arms and the 
military equipment will be presented and iconographically compared within the two 
groups of artists in the manuscript, i.e., the Byzantine and the western ones.5 
Compositions with battle scenes will also be discussed. 

For the study of military equipment, | shall consider not only the battle scenes 
proper, but also all miniatures including soldiers and guards. The amount of material 
thus grows enormously, but offers at the same time a better glimpse into the world of 
warfare in the Middle Ages. The material will be divided according to the sort of 
weapon, because the same weapon was used by different military groups. My 
primary task will be to specify its form and compare it between the Byzantine and the 
western part of the codex. 


THE MILITARY EQUIPMENT 


The military costume consists as a rule of armour, a helmet, a shield and an 
offensive weapon. The latter includes lances, javelins, swords, bows and sometimes 


1 HOFFMEYER, Military Equipment; KOLIAS, Waffen. On this subject, see also 
SCHREINER, Ausrüstung. 

? KOLIAS, Waffen, 33. | 

3 SCHREINER, Ausrüstung, 216, note 3, recognised the importance of Hoffmeyer's ed 
as a Fundgrube für spátantike und mittelalterliche Waffenkunde, but he noted that Das iio e 
Ergebnis bleibt für Byzanz trotz allem wenig befriedigend, zumal die Miniaturen nur beding y 
byzantinische Verhältnisse in Anspruch genommen werden können, was die Verfasserin nic 
immer genügend klar herausgearbeitet hat. 

HOFFMEYER Military Equipment, 152. On the battle scenes on the Bayeux tapestry, see 
Sir J. MANN, Arms and Armour, in: The Bayeux Tapestry, London 1957, nes ——— 

5 Hoffmeyer established which illustrator painted each weapon, but she did not comp 
two groups. 
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maces and stone slings. Siege engines are seldom depicted. The soldiers hold 
banners as well. 


Armour 
The Byzantine Group 


The Byzantine miniatures show two types of cuirasses: the klibanion and the 
muscled cuirass. The k/ibanion is lamellar or scale armour, known since Roman 
times (e.g., fols. 11v, 18v bottom, 31r; Figs. 5, 27, 60).! The 4/ibania are waist-long, 
usually sleeveless; thick leather Strips (pleryges) hang from the waist and shoulder- 
pieces (e.g., fols. 28v top, 34r; Figs. 54, 68). Underneath the cuirass, the soldiers 
wear a sleeved, knee-long tunic of various colours, occasionally decorated with 
designs. 

The muscled armour appears infrequently (e.g., fols. 36v top, 67r; Figs. 75, 166). 
At the time, this type of cuirass was luxurious armour and not widely used.? 

The armour is always rendered in gold. In reality, golden armour was reserved for 
the emperor. In a few miniatures, the cuirasses consist of bands (fols. 35v top, 36v 
top, 40v top; Figs. 72, 75, 86). 

The soldiers wear narrow trousers or leggings under their tunics. They wear 
black, tall boots, higher at the front in order to protect the knees (e.g., fols. 12r, 15v, 
24v, 67r; Figs. 6, 18, 128, 166). On fol. 72r, the legs are protected by straps, 
fastened in the upper part with strings; they possibly consist of leather or padded 
textile (Fig. 177). 

The armour types cannot be associated with specific types of warriors or specific 
nations. The cavalrymen, the infantrymen, the marines and the guards are all 
depicted with the same type of armour. Occasionally, various types of cuirasses are 
shown in a single miniature (e.g., fols. 36v top, 54v, 67r: Figs. 75, 128, 166). 


The Western Group 


In the miniatures painted by the painters B1 and B2 a type of lamellar armour is 
seen, consisting of long plates arranged in three or four vertical rows, and reaching 
down to the knees or a little above them (e.g., fols. 108r, 121v, 140v; Figs. 244, 282, 
340). The arms are short and consist of similar plates. The soldiers wear a knee-long 
tunic or narrow trousers underneath and black boots. This armour is worn by 
cavalrymen as well as by infantrymen.? The guards wear lamellar corselets and 
pteryges hanging from the waist and shoulder-pieces. A good example is seen on the 


————— dán ————G NP 

1 KOLIAS, Waffen, 45. The K/ibanion was the standard armour in the middle of the tenth 
century and was in use until the end of the Byzantine era. A specimen is worn by the triumphant 
Emperor Basileios Il in a Psalter written for him (Venice, Marc. gr. 17, fol. Ilr): CUTLER, 
Aristocratic Psalters, no. 58; SPATHARAKIS, Portrait, 20-25, fig. 6. 

? KOLIAS, Waffen, 50; in note 103, he mentioned a few depictions of the muscled armour 
worn by emperors in the Matritensis. In none of these examples is, however, an emperor 
depicted. 

3 These costumes are often stylised. 
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guards on fol. 114r (Fig. 261). Their costume additionally includes a mantle. On fol. 
195v, the emperor, Georgios of Abasgia and most of the horsemen are depicted 
wearing long lamellar armour and leg protectors, also consisting of metal plates, to 
judge from the gold colour! (Fig. 467). 

This armour type not only appears in representations of Byzantine soldiers, but 
also in those showing Turks and Bulgarians. The Arabs are always clad in short 
tunics. In many cases, the soldiers are depicted without armour, wearing only a tunic. 
Kolias claimed this could represent the reserve armour, worn by soldiers when the 
klibanion or /orikion was not available. 

The soldiers depicted by the painter B5 are clad in scale armour, but the scales 
are larger. The armour is occasionally stylised, for example in a checked pattern 
(fols. 169v, 171r top; Figs. 425, 428); in other cases, the armour is decorated with 
crosses (fol. 178r top; Fig. 448). The military costume frequently consists solely of a 
long undecorated tunic reaching down to the feet. 

The muscled armour never appears in the western miniatures of the codex; or, it 
is not recognisable as such, as the western depiction of armour is frequently 
simplified and less accurate than that of the Byzantine miniatures. In most of the 
scenes, however, one can still recognise the Byzantine A/ibanion, which each painter 
portrays differently. 

In the western miniatures the soldiers wear black boots, reaching almost to the 
knee. Their contour is straight or they are raised in the front and behind. These boots 
are not worn exclusively by soldiers, but also by other figures in the codex.? 


Helmets 


The Byzantine Group 


The basic helmet in the Byzantine miniatures is the kassiídion, a helmet having the 
form of a half sphere or cone, with ears and neck protection consisting of lamels or 
cloth. A helmet with a nose protector appears only once (fol. 28v top; Fig. 54), 
otherwise the helmet is bordered by a line above the eyes and ears. The helmets of 
the first type frequently exhibit a round top. They are decorated with various motifs, 
like concentric circles (fols. 46r bottom, 72r; Figs. 105, 177) or vertical lines (fols. 72v, 
96r top; Figs. 178, 209). Another type shows numerous pleats on top (e.9., fol. 19r, 
36v; Figs. 28, 75). The helmets are painted in gold and rarely in grey-blue, 
suggesting metal (e.g., fol. 16r; Fig. 19). | 

The helmets cannot be assigned to particular corps. The illustrators occasionally 
attempt to differentiate the various nationalities depicted on the basis of their 
headgear. On fol. 40r, the Arabs are depicted in turbans which do not substantially 
differ from the second type of helmets worn by Byzantine soldiers (Fig. 85). The 


[eu ru 
' Not all objects in gold are necessarily of metal; the golden shoes, e.g., cannot be of metal. 
? KOLIAS, Waffen, 54, note 135. As a reserve suit of armour, strong garments made of felt 
or wadding cloth were used. a 
3 See, e.g., fol. 96r, on which the envoy of the emperor is clad in similar boots. 
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helmets of the Persians on fols. 54v and 234r top are more characteristic: They have 
a black conical top, from which small crests (TOUgia) hang (Figs. 128, 553). This is 
one of the few cases among the Byzantine battle scenes in which the painter 
attempts to differentiate between the different armies. 

Representations of the Kass/dion are frequently found in Byzantine art. The 
closest parallels to the Skylitzes depictions are found in the Psalters Vat. gr. 1927 
and Vat. gr. 752.! 


The Western Group 


The helmets shown in the western miniatures of the manuscript differ considerably 
from those in the Byzantine ones. The repertory of forms is here relatively reduced? 
The soldiers wear simple, half-round or slightly pointed helmets, usually without 
protective parts (e.g., fols. 97v, 101v, 126r; Figs. 219, 228, 294). They are painted 
mostly in gold, but also in other colours, especially those painted by the illustrator B1 
(fol. 97r top; Fig. 217). The decoration of the helmets changes according to the 
painter. The painter B1 frequently utilises a decoration with arabesque motives (e.g., 
fols. 101v, 113v bottom; Figs. 228, 260), otherwise the helmets are mostly spotted. 
The illustrator B5 additionally shows a border line on the lower part of the helmets 
(e.g., fol. 181r; Fig. 454). 

Such simplified helmets are not rare in western art. A close parallel is found in a 
twelfth-century Lectionary in the Dome of Gnesen, Codex II.3 

The helmets on fols. 195v and 202v resemble the Byzantine Kassíd/on and are 
probably inspired by them (Figs. 467, 482). 

The Arabs constantly wear turbans (e.g., fols. 97v, 149v top, 175r; Figs. 219, 373, 
441). The soldiers of other nationalities are not distinguished from the Byzantines as 
regards the helmets. 


Shields 


The Byzantine Group 


In the Byzantine miniatures of the codex, two main forms of shields appear: the 
circular shield (small or large) and the kite-shaped shield, also called ‘Norman 
shield’.4 The kite-shaped shield does not appear very often and when it does, it is 
mostly carried by the imperial guards (e.g., fols. 28v top, 34r, 58r, 76v top; Figs. 54, 


1 DE WALD, Vat. gr. 1927, pl. II, XVIII; (dem, Vat. gr. 752, pl. XVII. 

? A list of helmet types appearing in the Matritensis is given by HOFFMEYER, Military 
Equipment, fig. 12. She counts twenty different forms, without mentioning the folio numbers in 
which they appear. In reality, we are dealing with far fewer types. There are only a few basic 
types, which are differently rendered by each painter. 

3 Zeitschrift für historische Waffen und Kostümkunde 5 (1909-1911), 335-337, figs. 9-12. 

^ This shield type appears several times in the eleventh-century Bayeux tapestry in the 
hands of Norman soldiers, from which it took its name; this form, however, existed earlier; see 
on this KOLIAS, Waffen, 106. 
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68, 139, 186). It also appears held by cavalrymen (fols. 12r top, 13v top; Figs. 6, 11) 
or on the ramparts of a besieged fortress (fol. 32v top; Fig. 64). This shield form is 
depicted for the first time in Spanish manuscripts from the first half of the eleventh 
century and appears in Byzantine art from the middle of this century as well, e.g., in 
the eleventh-century Octateuch Vat. gr. 747.! In the twelfth century the kite-shaped 
shield becomes very popular in Byzantine and western art. 

The round shield is also not connected to a certain military unit or nationality; it is 
invariably carried by Byzantines, e.g., on fol. 31r, Saracens, on fol. 16v bottom, and 
Arabs of Crete on fol. 39v top (Figs. 60, 21, 83). In some miniatures, the round shield 
is of small size, for example the shields of archers.2 In a good one third of the battle 
scenes, the soldiers do not hold a shield. 

The decoration and colour of the shields varies. There are white, golden, blue and 
red shields. Pseudo-cufic designs, circles and crosses are used as decorative motifs. 
The circles, especially those on the border line, could suggest nails. Among the most 
interesting decorative motifs are a stylised tree on fols. 13v top and 58r top, and a 
feather on fol. 82r top (Figs. 11, 139, 199). Patterns and colours on the shields were 
intended to identify units.? 


The Western Group 


The western artists painted shields similar in form to the Byzantine ones. The 
Byzantine soldiers are represented holding kite-shaped and round shields, while the 
Arabs hold only round shields and the Bulgarians only kite-shaped ones. The 
western painters often differentiate between the shields of two armies engaged in 
battle, but the Byzantine artists do not (e.g., fols. 97v, 136v; Figs. 219, 329). 

The colour of the shields is mostly gold. The illustrators B1 and B5 also depict 
shields in various vivid colours (e.g., fols. 97r top, 181r; Figs. 217, 454). The shields 
are decorated with lines, dots and rosettes. In general, they are less decorated than 
the Byzantine shields. 


Lances and Spears 


The Byzantine Group 


The Byzantine miniatures show a long lance with a slender stem and a socketed, 
leaf-shaped iron blade (e.g., fols. 11r, 11v, 12r; Figs. 4-7).^ The stem frequently 





' LOWDEN, Octateuchs, figs. 2, 9, 49, 87 etc. On this manuscript, see also J.C. 
ANDERSON, The Seraglio Octateuch and the Kokkinobaphos Master, DOP 36 (1982), 83, note 
7, with a wrong dating to the thirteenth century. 

? E.g., fols. 12r, 25r, 26r, 26v, 39v, 40v. KOLIAS, Waffen, 111. 

3 KOLIAS, Waffen, 128, claimed that some motifs on the shields were meant to cause fear 
in the enemies. 

^ The length of the spears and lances was reduced by the illustrators in order to fit them into 
the available space. The correct length is shown, e.g., on fol. 55r. The various forms of blades, 
appearing in the manuscript, are assembled by HOFFMEYER, Military Equipment, fig. 19. 
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exhibits spherical, ring or beam-like formations; the blades are black or grey-blue. 
Another form is the simple javelin without a blade, rarely depicted in this group (e.g., 
fols. 19r, 28v top, 46r bottom; Figs. 28, 54, 105). These spears appear with all 
categories of troops. The spears and lances are held mostly upright, obliquely or hip- 
high, held from the middle (fols. 36r, 54v; Figs. 74, 128). On fol. 34v top, the spear is 
held almost from its end and directed downwards by the raised arm of the soldier 
(Fig. 69). 


The Western Group 


The western miniatures also show two types: the simple, long lance (e.g., fol. 167r; 
Fig. 420) and the spear with a leaf-shaped or triangular point (e.g., 113v bottom; Fig. 
260). The length of the blade varies. The Arab soldiers usually hold spears with 
particularly long blades. 

There is a difference in the way the lance is held between the Byzantine and the 
western miniatures. In a few western illustrations, the lance is held under the arm 
(fols. 119r bottom, 121v, 122v, 129v top; Figs. 276, 282, 284, 308). This was an 
innovation in war tactics in the second half of the eleventh century, and cumulated in 
the use of lances at tournaments.! The miniature of fol. 145v bottom strongly recalls 
western representations of tournaments (Fig. 361). It is possible that the illustrator 
here made use of a motif common in the West. However, as Kolias has shown, 
‘ramming’ with the spear was probably not exclusive to the West.2 

Battle flags and banners attached on a lance appear only in the Byzantine 
miniatures. They usually have two or more streamer-like tails. The flag itself is red 
and the tails red, blue and white. Frequently, the flag is decorated with a white cross 
(fol. 73v top; Fig. 180). The flags are simplified and schematised but they still give us 
a good idea of how real flags looked like.3 The painters do not differentiate between 
the flags of the Byzantines and their enemies. A characteristic example is seen on 
fol. 31r top, where the Saracens hold a flag decorated with a cross, which is 
otherwise similar to that carried by the Byzantine soldiers at the left (Fig. 60). 


1 Sir J. MANN, Arms and Armour, in: The Bayeux Tapestry, London 1957, 67; ROSS, 
Orosius, 39. See also J. FLORI, Encore l'usage de la lance ... La technique du combat 
chevaleresque vers l'an 1100, Cahiers de civilisation médiévale 31 (1988), 213 ff., 217 ff. 

? The tournaments became known in Southeast Europe in the course of the twelfth century; 
KOLIAS, Waffen, 207-208. Kolias gives a miniature in the codex Athos, Esphigmenou 14, fol. 
52, depicting a hunt scene, as an example of the influence of tournaments in Byzantine art. See 
also T. KOLIAS, Wechselseitige Einflüsse und Begegnungen zwischen Orient und Okzident im 
Bereich des Kriegswesens, in: Kommunikation zwischen Orient und Okzident. Alltag und 
Sachkultur. Veróffentlichungen des Instituts für Realienkunde des Mittelalters und der frühen 
Neuzeit, no. 16, Vienna 1994, 269. 

3 G.T. DENNIS, Byzantine Battle Flags, ByzForsch 8 (1982), 58-59, with comparative 
material and literature. 
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Swords 
The Byzantine Group 


Swords are seen relatively infrequently in the Byzantine part of the manuscript. They 
appear in cavalry or infantry battles and in execution scenes. The blade runs either 
straight or is slightly bowed, resembling a sabre. Its width either remains constant or 
decreases towards the point, or the blade gradually becomes narrower from the grip 
to the point (fol. 38r; Fig. 79). In some miniatures there are short swords, the blades 
of which are very wide directly above the hilt and then become narrower, so that their 
shape is almost triangular (fol. 39v top; Fig. 83). These swords have no crossbar. 
The hilt usually ends in a pommel.! The crossbar is either straight or curved. The 
swords are painted in black or grey to indicate metal. Shadows along the blade 
probably indicate a blood-groove (e.g., fol. 39v top; Fig. 83). 


The Western Group 


The western illustrators usually show a long, blue sword, which does not differ in 
form from those depicted by the Byzantine artists. A short sword is found only on fol. 
232v top (Fig. 549). The intensity of the colours changes according to the painter. On 
fol. 165v, a horseman holds a long, slender, red sword. The form of the sword does 
not depend on the kind of the warrior or his nationality. 

The sword is carried in a different manner in the western miniatures. It hangs 
from a shoulder strap (fols. 114r, 118v; Figs. 261, 273), while in the Byzantine 
miniatures it is girded at the waist (e.g., fol. 38r bottom; Fig. 80). 


Other Weapons 


Apart from the sword and the lance, the soldiers are equipped with bows, axes, 
maces and slings. The bows have the same form in the entire codex, i.e., that of a 
simple composite bow.? A sling is shown only on fol. 230r bottom, held by a soldier 
standing on the ramparts of a city (Fig. 544). 

An axe is seen in the Byzantine miniatures only on fol. 26v top, held by the 
guards of Michael II (Fig. 50). The blade is attached to one side of the shaft through a 
hole and has an almost triangular shape and a curved edge. In the western group of 
miniatures, an axe appears on fol. 153v, held by a soldier who attempts to break 
down the gates of a fortress (Fig. 386). The form is the same as in the Byzantine 
miniature, but the blade is wider.? On fol. 147r bottom, the axe is triangular with a 





1 HOFFMEYER, Military Equipment, 95-97, fig. 16, 1-25, distinguished seven different 
pommel forms, but actually there are fewer, most of them being round. 

? Different types of bows and arrows were assembled by HOFFMEYER, Military Equipment, 
fig. 18, which actually represent one basic type. 

? The same axe type appears in an execution scene on fol. 100r bottom (Fig. 225). 
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Straight blade and a longer neck (Fig. 365). In siege representations, double axes 
with narrow blades are used to destroy the city gates (fol. 72r; Fig. 177). 

The mace is the favourite hafted weapon of the western painters, especially of the 
painter B5. In the Byzantine part of the codex, it only appears in hunting scenes on 
fols. 85v bottom and 86r bottom (Figs. 208, 210). The mace consists of a shaft and a 
round pommel with thorns on top. A similar type appears also in the western 
miniatures, whereby the surface of the top is pointed. On fols. 161r, 164r top, 175v 
(Figs. 406, 413, 442) the mace resembles a star and on fol. 178r top, a stylised 
flower (Fig. 447). A simplified form is shown on fols. 162v, 167r, and 169v, in which 
the mace has a round pommel (Figs. 410, 420, 425). 


The Greek Fire 


The historical value of the miniature on fol. 34v has been rightly emphasised in the 
literature (Fig. 70). It is the only preserved depiction of the so-called Greek fire, the 
most terrible weapon of the Byzantine fleet.1 Both Greek and Arab sources agree that 
it surpassed all incendiary weapons in destruction. It is said to have been invented by 
a Syrian engineer, a certain Callinicus, a refugee from Maalbek, in the seventh 
century. The //quid fire (tò Uypov Trop), as it is called in the Sources, was hurled on to 
the ships of the enemy from siphons, as seen in the Skylitzes miniature, and burst 
into flames on contact. As it was reputed to be inextinguishable and burned even on 
water, it caused panic and dread. In the miniature, huge flames come out of a tube 
held by a sailor and cover the hostile ship. Rumours about its composition mention 
such components as liquid petroleum, naphtha, burning pitch, sulphur, resin, 
quicklime and bitumen, along with some other secret ingredient. The exact 
composition, however, remains unknown. 


Siege Engines 


Although the use of siege engines is frequently mentioned in the text of Skylitzes, 
they are rarely depicted in the siege scenes of the manuscript. The use of siege- 
towers is implied in the miniature of fol. 31v top, depicting the fleet of Thomas the 
Rebel sailing towards Abydos (Fig. 61). The ships transport siege towers, horses and 
other military equipment. | 

Two types of war-engines appear among the illustrations. On fol. 32v bottom, 
depicting the siege of Constantinople by Thomas the Rebel, one can see a peculiar 


! On the Greek fire, see HOFFMEYER, Military Equipment, 140-152; J.R. PARTINGTON, A 
history of the Greek Fire and Gunpowder, Heffer, 1960, with extensive quotations and 
commentary on the sources. 
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construction in the middle of the scene, behind which a few Soldiers appear to seek 
protection; the defenders have thrown a large stone on it! (Fig. 65). 

The second type of siege engine appearing in the Skylitzes Matritensis is the 
stone-thrower. It is seen in simplified form three times in illustrations by western 
painters, it is a heavy stone-thrower of the lever-system? (fols. 151r bottom by painter 
B1, 166r and 169r by painter B5; Figs. 381, 419, 424). The depiction of fol. 151r is 
more accurate and detailed than the other ones. A pair of wooden posts have been 
erected on a wooden tripod. A horizontal beam is placed in a frame between the 
vertical posts and acts as an axis. On this beam, a lever is suspended, revolving on 
the axis. This beam has a short, thick and a long, slender part. The short end carries 
cross-beams from which a number of ropes hang; these are pulled by a group of 
men. The long, narrow arm has a hook at its end on which a sling bag for the stone 
missile is hung. An exact parallel to the Skylitzes engine is found in a miniature in the 
Petrus de Ebulo codex (1195-1197 A.D.), fol. 109r? (Fig. 569). 

The use of this type of siege engine is testified in Arabic sources around 700 A.D. 
In the Byzantine sources, this engine type is mentioned from the tenth century on, 
but no other depictions of it exist. It is assumed that this kind of artillery had already 
spread from the Byzantine empire to all parts of the Mediterranean world by 1100 
A.D.4 No information about the construction of the siege engine, is found in the 
western sources before the end of the twelfth century.5 The simple lever-thrower, 
similar to the one seen in the Skylitzes codex, is already known from that time. In the 
beginning of the thirteenth century two other more complicated and developed types 
appear: the pulling ropes are replaced by a large box filled with stones as a 
counterweight. With regards to the pictorial material, the existence of the simple 
lever-thrower can be attested with certainty in the second half of the twelfth century; it 
remained in use until the disappearance of the stone-throwing artillery.© In fact, the 
Skylitzes and Ebulo illustrations are the earliest known depictions of this specific type 
of stone-thrower, while later pictures show stone-throwers with the counter-weight 
system. The appearance of this engine in the two manuscripts indicates that the 





! Nikephoros Ouranos (ca. 1000 A.D.) describes a siege machine of this kind, called /a/sa, 
in his 7aktika, chapter 65, 14-15. This text and a translation in English is published by 
MCGEER, Dragon's Teeth, 158. 

? HOFFMEYER, Military Equipment, 130-136. 

3 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 91. 

^ HOFFMEYER, Military Equipment, 131. 

* HUURI, Geschützwesen, 60. 

€ HUURI, Geschützwesen, 215. The earliest known depictions of this engine type are found 
in a Chinese drawing dated 1135 A.D. See J. NEEDHAM, Science and Civilization in China, vol. 
IV, part 2, Cambridge 1965, fig. 634. In the first half of the twelfth century, there are 
representations of siege engines in Mozarabic manuscripts, but their form differs from that of 
the Matritensis and the Ebulo codex; see G. GODDARD KING, Divagations on the Beatus, Art 
Studies 8.1 (1930), fig. 3. In the light of this material, the Sicilian depictions are the earliest of 
this type in Europe; see also L. WHITE JR., The Crusades and the Technological Thrust of the 
West, in: V.J. Parry - M.E. Yapp (eds.), War, Technology and Society in the Middle East, 
London, 1975, 102. 
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painters were acquainted with it, because neither of the two texts 


7 | they illustrate 
describes its form and construction. 


types are almost identical. As a whole, however, the representation of soldiers is 


The Byzantine artists do not as a rule distinguish between the different 
nationalities of soldiers in a battle: The military equipment of the fighting troops is 
nearly identical. The western painters, however, frequently make this distinction. 
Above all, the Arabs are clearly distinguishable due to their turbans.! In all other 
cases, the enemies are distinguished by depicting them with different types of shields 
(fols. 97v, 99v top, 107v; Figs. 219, 222, 243). Occasionally, the fighting troops are 
furnished with different armour, whereby the Byzantines usually are shown in scale 
or lamellar armour. In most of the cases, however, the armour is identical.2 Worthy of 


usually do not differ in costume from the other nations (e.g., fols. 122r, 122v, 184v; 
Figs. 283, 284, 461), in these illustrations they all wear red headdress. Schreiner 
considered the possibility that this assimilation of the enemies reflects a historical 
reality? there were no great differences in the military uniforms; weapons and 
costumes were common cultural property. In this sense, the phenomenon is not 
surprising for the Skylitzes Matritensis 4 


BATTLE SCENES 


The battle scenes of the codex can be iconographically and thematically divided into 
several categories: cavalry battles, infantry battles, single combats, city sieges and 
naval battles. The combat is represented either as balanced or the winner is clearly 
indicated. 


—— ——— m 

' The particular treatment of the Arabs is also found in the Petrus de Ebulo codex, where 
great attention is paid to the differentiation between various ethnic groups: GEORGEN, Peter 
von Eboli, 124. 

* The following enemy groups are depicted in the western miniatures with military costumes 
similar to those of the Byzantine soldiers: Russians and Soyths (fols. 129v top, 130r, 160r 
bottom, 165r bottom, 165v, 167r, 169v, 170v, 171r bottom), Francs (fol. 107v), Turks (fol. 108v), 
Patzinaks (fol. 161r, 161v, 173r top), Abasgians (fol. 195v). 

? SCHREINER, Ausrüstung, 220. 

* See also HAUSSHERR, Convenevolezza. 
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Balanced Battles 


The basic troop category of the battle scenes in the codex is the cavalry. Especially 
in the Byzantine part of the codex, the miniatures emphasise the importance of 
cavalry in Byzantine warfare. Eleven Byzantine miniatures and three western ones 
depict cavalry battles with no clear victor. The illustrators tend to present a balanced 
situation by depicting approximately the same number of horsemen and dead 
soldiers. 


The Byzantine Group 


In the miniatures of this group, the adversaries are presented as two groups 
consisting of numerous horsemen, which ride towards each other and meet in the 
middle of the scene (e.g., fols. 11v, 12r bottom, 16v bottom; Figs. 5, 7, 21). The 
compositions are symmetrical and the troops are clearly separated from each other. 
The integrity of the groups is characteristic, as is the attempt to indicate a great 
number of cavalrymen by showing many heads in the background and numerous 
lances and standards. The lances are shown vertically and parallel to one another, or 
they are arranged in such a way that they take the form of a fan. In the foreground, 
the horsemen are shown in various poses: they attack the enemy with bows, raise 
their swords and hold shields. On the ground, soldiers and occasionally their horses 
lie dead. 

The closest parallels to this arrangement of the combating cavalries can be found 
in the fourteenth-century Bulgarian Manasses Chronicle. On the upper part of fol. 41r 
there is even an exact parallel to the Skylitzes miniature on fol. 16v (Figs. 21, 557).! 
The adversaries, divided into two separate cavalries, attack each other; limbs and 
heads are scattered on the ground. As in the Skylitzes miniatures, there is no 
indication of landscape. Similar compositions are also found on fols. 150r and 172v in 
this manuscript,? as well as in the eleventh-century Psalter Vatopedi 760, fol. 265v,3 
and the thirteenth-century Psalter kept in the New York Public Library, Spencer Coll. 
cod. gr. 1, fol. 365r.4 


The Western Group | 
Like the Byzantine artists, the artists of the western group show the two cavalries 
attacking each other in the middle of the scene, but the groups are less crowded 
(e.g., fol. 119r bottom, painter B2; Fig. 276); they hold swords and lances. In the 
foreground, dead soldiers lie in a symmetrical arrangement behind their shields, 
usually in groups of two. The miniature on fol. 178r top by the painter B5 uses a 
similar, but slightly modified formal schema (Fig. 447): The last horseman of each 


! DUJCEV, Manasses-Chronik, fig. 17. The scene illustrates the Trojan war. 
? DUJCEV, Manasses-Chronik, figs. 55 and 60. 

3? ATHOS TREASURES, IV, fig. 196. 

* CUTLER, Aristocratic Psalters, fig. 211. 
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group raises a mace, no dead soldiers are seen, the figures are larger and there is 
no space between the two groups, the leaders meet in the middle, and the horses in 
the foreground partially obscure those in the background, which is a characteristic 
feature of this painter. The painter uses this method and different colouring of the 
horses to suggest depth. On fol. 161v, not only the Overlapping horses and the 
colours but also the spatial arrangement and the staggering of the horses Suggest 
space (Fig. 407). A characteristic of this miniature is that it shows different scenes 
from the battle, in accordance with the text which it illustrates. 

The basic schema and certain elements of the miniatures can be compared to 
western illustrations. The representation of different moments and phases of a battle 
and the arrangement of the troops are similar to the illustrations of a group of South 
Italian manuscripts, among which the often cited Petrus de Ebulo codex, the Orosius 
manuscripts and the Alexander Romance in Leipzig, which are believed to have had 
common models.’ The staggering of the horses is matched by a few illustrations of 
the Orosius manuscripts.2 The arrangement of the combating cavalries can be 
compared to the schema seen on fol. 123r of the Petrus de Ebulo codex (Fig. 099).3 
The symmetrical arrangement of the fallen soldiers is also characteristic of the 
Bayeux Tapestry (Fig. 587).4 Another motif common to the Skylitzes codex and the 
tapestry is the representation of a rider falling from his horse with outstretched arms. 
The similarity between the stance of the falling rider on fol. 184v and the tapestry is 
startling (Fig. 461).5 This does not, however, mean that a western model was used. 
Close parallels are also found in Byzantine manuscripts, like the Octateuchs$ or the 
twelfth-century Psalter Vat. gr. 1927, fol. 259r. The falling warrior is a common motif 
in Early Christian art. The motif of overlapping horses and the portrayal of various 
scenes from a battle in one miniature are also found in the Roda Bible, a Catalonian 
manuscript from the middle of the eleventh century (Par. lat. 6).8 


or es 

! GEORGEN, Peter von Eboli, 71-75. On the Orosius manuscripts, see ROSS, Orosius. 

? For instance, Vat. lat. 7340, fol. 23v: ROSS, Orosius, pl. 13c. 

3 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 147. 

^ GRAPE, Bayeux, figs. on pp. 154-160. 

5 STENTON, Bayeux, pl. 64. 

8 Vat. gr. 747 (eleventh century), fol. 173r, Topkapi Sarayi gr. 8 (twelfth century), fol. 360v, 
Vat. gr. 746 (twelfth century), fol. 351r: LOWDEN, Octateuchs, figs. 2-4; Athos, Vatopedi 602 
(thirteenth century), fol. 169r: ATHOS TREASURES, IV, fig. 74; LOWDEN, Octateuchs, fig. 5; 
HUBER, Bild und Botschaft, fig. 34. 

7 DE WALD, Vat. gr. 1927, pl. LXII. 

8 CAHN, Bibel, no. 148. On this manuscript, see also P. KLEIN, Date et scriptorium de la 
Bible de Roda. État de recherches, Cahiers de Saint-Michel de Cuxa, II (1972), 91-102; 
eadem, Der Apokalypse-Zyklus der Roda-Bibel und seine Stellung in der ikonographischen 
Tradition, Archivo espafiol de Arqueologia XV-XVII, Homenaje al Prof. Helmut Schlunk, 1972- 
1974, 267-335. Comparable depictions are found in the publication by H.W. KOCH, Illustrierte 
Geschichte der Kriegszüge im Mittelalter, Augsburg 1998, fig. p. 143. 
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Pursuit Scenes 


This category comprises scenes in which the victorious cavalry pursues the defeated 
one. The Byzantine painters render this theme differently than the western ones. 


The Byzantine Group 


The schema most frequently used by the Byzantine painters shows two groups of 
horsemen riding in the same direction, whereby one pursues the other (fols. 17v 
bottom, 18v bottom, 54v; Figs. 24, 27, 128). The groups are clearly separated from 
one another and characterised by a radial arrangement of the lances. No landscape 
or architectural elements are depicted. The composition is balanced and 
symmetrical. In a few cases, a horseman is shown between the two groups falling 
from his horse, and occasionally there are dead soldiers on the ground (e.g., fols. 
19r, 35v top, 59r; Figs. 28, 72, 142). 

The Bulgarian Manasses Chronicle is again the closest parallel to the Skylitzes 
manuscript. A similar schema is repeatedly used by the painters of this manuscript, 
e.g., on fols. 136v, 146r, 147r (Fig. 562), 168r, 178r and 183v. One cavalry pursues 
another and the soldiers hold lances and flags. Occasionally a trumpet-blower is 
depicted and a warrior impales his adversary on his long lance. Dead soldiers are 
seen in the foreground. It is evident that the illustrations of the two chronicles use the 
same repertoire. 


The Western Group 
An examination of the miniatures of the western group confirms the reliance of the 
illustrators on an established schema, which was slightly modified in a few cases. 
Painters B1 and B2 commonly represent the opponents without clearly distinguishing 
between the two armies (fols. 107v, 108r, 108v, 109r bottom, 121v, 122r, 122v, 135r 
top, 135v bottom, 136v, 213r and 217r bottom; Figs. 243, 244, 245, 247, 282, 283, 
284, 324, 326, 329, 504, 513). The composition covers the entire surface of the 
miniature. The attacking cavalry is represented on the left-hand side, the pursued 
one on the right. The two groups are not clearly separated, but overlap in the middle. 
The miniature gives the impression of a mosaic of soldiers and horses, in which the 
golden colour predominates. The different form of the shields is a device used to 
distinguish the opponents. Most of the dead soldiers belong to the fleeing cavalry. A 
characteristic element of this composition is the depiction of a trumpet-blower in the 
upper left-hand corner. This basic composition appears with slight variations on fol. 
109r bottom (Fig. 247), with an interesting addition: The soldiers are being thrown 
from their horses. On fol. 108v, the schema is augmented with the representation of 
a City, towards which the horsemen flee (Fig. 245). | 

The trumpet-blower is also an important feature of analogous scenes in the 
Alexander Romance in Leipzig, e.g., on fol. 43r (Fig. 564).! Two standing soldiers 





! KIRSCH, Das Buch von Alexander, fig. on p. 90. 
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blowing trumpets are seen to the left of the battle scene. There Were possibly similar 
Scenes in the supposed South Italian model of this manuscript, which belonged to the 
group of pictorial sources used by the western painters of the Matritensis.1 

The painter B5 is characterised by a greater tendency to vary elements of the 
basic schema. In his compositions, the riders of both groups are arranged diagonally 
and parallel to each other: in an attempt to suggest depth, they are shown in bird's 
eye-view and depicted in contrasting colours(e.g., fol. 161r; Fig. 406). In a few Cases, 
a horseman rides in front of other cavalrymen or stands in the middle of the 
composition (fols. 160r bottom, 163v, 165r bottom, 224v top; Figs. 405, 412, 417, 
931). This schema is frequently embellished with the depiction of dead soldiers lying 
between the opposing cavalries (fols. 165v, 167r, 175v, 176v, 177r; Figs. 418, 420, 
442, 444, 445). The clear distinction between the adversaries recalls the 
compositional formulae applied by the Byzantine painters. Depictions similar to those 
by the painter B5, especially with regard to the arrangement of the horses, are found 
in the Petrus de Ebulo codex, e.g., on fol. 133r (Fig. 563).2 


Siege Scenes 
The Byzantine Group 


The Byzantine artists depicting the siege or conquest of a city have resolved 
compositional problems in various ways. The basic schema consists of a city or 
fortress on one side of the miniature and the attacking soldiers on the other. A motif 
usually seen is soldiers attempting to break the gates with axes (fols. 32v top, 32v 
bottom, 36v bottom, 72r, 230r bottom; Figs. 64, 65, 76, 177, 944). An interesting 
detail appears on fol. 32v bottom. A group of soldiers from the army attacking 
Constantinople is depicted behind a construction, possibly a /a/sa. 

To indicate the conquest of a city, the painters depicted the attackers either 
passing through the city gate, as on fol. 58v (Fig. 141), or killing their opponents 
before the gate (fol. 60v top; Fig. 145). In both cases, no citizens are depicted in the 
ramparts. 

The miniature on fol. 59v employs a different schema (Fig. 143): the city under 
siege is placed in the middle of the composition and is attacked from both sides. The 
selection of a different composition was required by the relevant text, which mentions 
that the city was besieged by two enemies, Saracens and Turks. 

In the frequently cited Manasses chronicle, one can find material comparable to 
the Skylitzes miniatures. Most of the Siege scenes in this manuscript show 
cavalrymen riding towards a fortress (fols. 41r, 178v).? Actually, no battle or proper 





' Ross assumed that a Late antique cycle of the Alexander Romance reached South Italy in 
the thirteenth century through a Byzantine copy: D.J.A. ROSS, Alexander Historiatus, A Guide 
to Medieval lilustrated Alexander Literature (Warburg Institute Surveys 1), London, 1963. 
GEORGEN, Peter von Eboli, 76, dated the arrival of this model to the tenth century. 

? KOLZER-STAHLI, Petrus de Ebulo, fig. p. 187. 

3 DUJCEV, Manasses-Chronik, figs. 15, 61. 
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siege takes place. These scenes have more of a representative character. They 
correspond to fol. 58v of the Matritensis, in which the composition is also reduced to 
a simple juxtaposition of a fortress with the attackers (Fig. 141). The Skylitzes 
miniature on fol. 32v top (Fig. 64) can be compared to that on fol. 62v of the 
Manasses manuscript.! In the second zone, the Greek attack on Troy is depicted 
according to a similar schema. Achilles, on the left, corresponds to the leader of the 
rebels in the Skylitzes miniature with regard to his position within the composition. 
From this point of view, a miniature in the thirteenth century Octateuch, Vatopedi 
602, offers another parallel: on fol. 379r, the siege of the city of Gazer is depicted? 
(Fig. 571). Cavalrymen attack the city on the right. They pierce a few citizens with 
their lances, the rest flee into the city. A man sets fire to the front of the gate. Like 
Gregorios on fol. 32v top in the Matritensis and Achilles in the Manasses chronicle, 
the Pharaoh is shown to the left, observing the action. The Vatopedi miniature also 
resembles the Skylitzes miniature on fol. 60v top in that citizens are attacked with 
lances before the city gate. 

An exact parallel to the Skylitzes miniature on fol. 59v is found in the eleventh- 
century Tetraevangelion Par. gr. 74, fols. 92v (Fig. 586) and 154v.3 This composition 
is otherwise rarely testified in Byzantine art. 


The Western Group 
While in the previous miniature group the motif of men attempting to break the city 
gate with axes was characteristic, the main feature in the western depictions of 
sieges is the use of ladders (fols. 100v, 101v, 127r top, 142r top, 151v top, 153r, 
166r; Figs. 226, 228, 298, 346, 382, 385, 419). The schema used by the western 
painters consists of a city on the right-hand side, against which a scaling ladder 
leans. The besiegers climb up and attack the defenders and citizens with raised 
swords. Frequently, the defenders fall from the ramparts to the ground. The troops 
attack the city either on horseback (fol. 142r top; Fig. 346) or on foot (fols. 100v, 
101v, 153r; Figs. 226, 228, 385). | | | 
The motif of the ladder has a long tradition, but it is rarely depicted in Byzantine 
art. A parallel can be seen in the Petrus de Ebulo codex on fol. 132r, in which the 
siege of Salerno is depicted.^ The German soldiers scale the walls and hoist the 
imperial banner (imperiale vexillum). The composition is shown in mirror ee The 
detail of the falling defenders appears on fol. 123r of the same manuscript. The 
Skylitzes miniatures can also be compared to a few thirteen-century manuscripts 
containing the history of William of Tyre, e.g., Par. fr. 2628, fol. 37v, in which the 





1 DUJCEV, Manasses-Chronik, fig. 20. | | 

? ATHOS TREASURES, IV, fig. 130; HUBER, Bild und Botschaft, fig. 103. 
3 OMONT, Évangiles, figs. 80, 132. 

$ KÖLZER-STÄHLI, Petrus de Ebulo, fig. p. 183. 

5 KÖLZER-STÄHLI, Petrus de Ebulo, fig. p. 147. 
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Siege scenes are placed within the initial letter V1, and Par. fr. 9084 (ca. 1290 A.D.), 
fol. 53r.? Both these scenes show the use of ladders. 

The most interesting and, from a historical point of view, important scene of the 
western group is found on fol. 151r bottom (Fig. 381); it shows the siege of 
Mompsouestia (painter B1). The attackers use a siege-engine, which appears again 
in simplified versions on fols. 166r and fol. 169r. These miniatures are by the painter 
B5 (Figs. 419, 424). 

As already mentioned, our siege engine is identical to the one found in the Petrus 
de Ebulo codex, fol. 109r (Fig. 569).3 The composition of that scene, showing the 
siege of Naples, can be compared to the scene in the Skylitzes miniature. The city of 
Naples is depicted to the left. The Bohemians attack it with a stone-thrower. Eight 
knights pull the ropes, while another man puts a stone in the bag. Three archers are 
also depicted in front of the walls. The defenders use the same type of stone-thrower, 
in a simplified, smaller version. The engine is placed on a tower, like in several other 
miniatures of this manuscript (fols. 96r, 97r, 98r, 104r, 108r, 111r, 114r, 132r).^ This 
schematic depiction corresponds well to the aforementioned siege engines shown by 
painter B5 in the Matritensis. The representation of the siege engine and the archers 
is identical in both miniatures. The depiction of the besieged cities and the armour of 
the soldiers is, however, different. In the Skylitzes miniature, the city also has two 
towers, but there is no siege engine on them. An archer and a soldier holding a lance 
are shown on the ramparts. In Naples, two men are operating a siege engine located 
on the ramparts, and two persons are injured by arrows. The upper one is Richard of 
Acerra, whose cheeks are pierced by an arrow. The composition of the Skylitzes 
miniature shows the imperial camp as well. The tent is similar to that shown in the 
lower zone of the Petrus de Ebulo miniature, painted on the same folio. 

The Ebulo miniature is based on the verses of Petrus de Ebulo dealing with the 
use of the siege engine and the wounding of Richard by an arrow.5 As Sevéenco 
assumed, this illustration must have been made ad hoc, because of its close 
relationship to the text.9 If we accept that the Skylitzes miniature, on the other hand, 
is also based on Leon Diakonos' account, the depiction of a siege engine is also 
justified. For this reason and because the Matritensis cannot be dated later than the 
Ebulo codex, due to palaeographic and Stylistic evidence, the only possible 
explanation for the similarity of the two scenes is that either the Ebulo miniature has 
copied the Skylitzes one and adjusted the composition to the requirements of its text, 
or that both miniatures reflect a common model. 

The remaining western illustrations of the Skylitzes codex depicting a siege 
cannot be grouped under a common iconographic type. Their basic schema consists 
of a city on one side and attackers on the other, or of battle scenes. The South Italian 





! BUCHTHAL, Latin Kingdom, pl. 130g. 

? BUCHTHAL, Latin Kingdom, pl. 136d. 

3 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 91. 

* KOLZER-STAHLI, Petrus de Ebulo, figs. pp. 39, 43, 47, 71, 87, 99, 111, 183. 
5 KOLZER-STAHLI, Petrus de Ebulo, 89, 93, with a translation in German. 

6 SEVCENKO, Skylitzes, 127. 
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Orosius manuscripts offer comparable material.! A frequently appearing motif is 
superimposed ships opposite the besieged city (fols. 110v top, 111v, 212r bottom, 
214r; Figs. 251, 254, 501, 507). This detail is also found in the Petrus de Ebulo 
codex, fol. 131r, illustrating the war preparations of the army of Henry VI.? Another 
parallel can be seen in the Bulgarian Manasses Chronicle, fol. 62v.3 


Representative Depictions of the Army 


These scenes show the infantry, cavalry and the fleet in a representative way, that is, 
not in action (fols. 38v, 54r, 87v bottom, 146v, 149v bottom; Figs. 81, 127, 215, 363, 
375). The representation of the various troop types depends, as we have seen, on 
the preferences of the individual painter. 

An interesting composition, painted by the western artist B3, is found on fol. 150r 
top on the right-hand side of the miniature (Fig. 376). The text deals with the battles 
between Byzantines and Saracens in Sicily. On the left, Emperor Nikephoros Phokas 
dispatches his general Manuel to fight against the Saracens. To the right, the general 
is depicted on horseback in frontal view. He is symmetrically flanked by two riders. 
This arrangement, although extremely rare in the manuscript, is also seen in a scene 
painted by a Byzantine artist on fol. 30v, representing the battles during ihe revolt of 
Thomas (Fig. 59). The miniatures repeat the same pictorial schema, which has a 
triumphal character. 

Exact parallels for this composition can be found in the eleventh-century Psalter 
Vat. gr. 752, fols. 54r and 448v.^ The miniatures illustrate Psalms 17 and 151 
respectively, and depict David and Saul on horseback in frontal view. They E 
flanked by two riders. Another parallel is found in Vat. gr. 333, fol. 15v (Fig. 603). 
The subject of this scene is not clear. Two horsemen are depicted in frontal view in 
the centre of the composition. The right one is possibly Saul. He wears a crown and 
holds a flag and is depicted with a halo. | 

The depiction of a horseman in frontal view is not unknown. in the West. It 
appears, for instance, in an initial letter on fol. 141v of Codex 8 in the Library of 
Sainte-Geneviéve, dating from the end of the twelfth century, and in a fresco painting 
in the chapel of Castello Appiano (twelfth-thirteenth century), in the representation of 
the return of the Magi.° It is most probable that these depictions and the Skylitzes 
miniatures are modelled on a Byzantine source. 


1 ROSS, Orosius, pls. 12, d and 14, a: Vat. lat. 7340 (eleventh century), fols. 10v and 17. 

? KOLZER-STAHLI, Petrus de Ebulo, fig. p. 179. | l 

3 DUJČEV, Manasses-Chronik, fig. 20. This arrangement of the ships has Ec 
cartographic landscape depictions and was diffused in East and West; see Pr : i 
von Eboli, 82-83. VELMANS, Manasses, 185, claimed that this depiction in the Ma 
manuscript comes from the West. 

^ DE WALD, Vat. gr. 752, pls. XXI, LII. 

5 LASSUS, Livre des Rois, fig. 25. 

8 DEMUS, Wandmalerei, fig. 67. 
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The representation of the battle scenes in the Skylitzes Matritensis is not 
homogeneous. The Byzantine and western miniatures exhibit differences in 
composition and isolated iconographic elements, like the military equipment. As a 
rule, the Byzantine painters follow Byzantine iconographic types, while the western 
illustrations have parallels in western art. The western painters also tend to rely on 
favourite schemata, which they repeat constantly. However, there are also a number 
of similarities and we can occasionally observe the use of the same iconographic 
type by both groups of painters, e.g., on fols. 150r top and 30v. 

Pictorial material comparable to the battle scenes in the Matritensis can be found 
in Chronicle and Bible illustrations. | have frequently cited the Bulgarian Manasses 
Chronicle, Par. gr. 74 and the Octateuchs as examples. The best parallels for the 
battle scenes by the western painters of the Matritensis appear in the Petrus de 
Ebulo codex, the Orosius manuscripts and the Alexander Romance in Leipzig, all of 
them painted in South Italy. 

The examination of the battle scenes has furnished us with an indication of when 
the miniatures were produced. The depiction of the stone-thrower not only stresses 
once more the relationship between our codex and the illustrated poem of Petrus de 
Ebulo, but also helps us date the Matritensis to the second half of the twelfth century. 


THE APPOINTMENT OF THE PATRIARCH 


The enthronement of a new patriarch in Byzantium took place in four stages:! 1. 
Synodal phase. The synod examined the candidates and proposed three of them to 
the emperor. 2. /mperial phase. The emperor selected one of the candidates and his 
decision was announced to them (urjvupa). 3. Liturgical phase. This stage included 
the promotion (rrpóBAnoig or pikpà Oópayic) and the consecration in the church 
(X£tporovía). According to Pseudo-Kodinos, the elected patriarch appeared before 
the emperor in the palace and was presented with the patriarchal staff. The patriarch 
rode then to the St. Sophia church, where he dined with the priests and the 
archontes of the church. On the day of the consecration, a Sunday or another feast 
day, the emperor rode to St. Sophia and attended the ceremony, which was usually 
celebrated by the Metropolitan of Herakleia. The ceremony included the reading of a 
prayer by the patriarch for the emperor and a real or a symbolical enthronement of 
the patriarch. 4. Administrative phase. In this last phase, the synod submitted the 
ordination letters and other documents, which concluded the process of the 
appointment of the patriarch. 





' De Ceremoniis, PG 112, 1040-1046; PS.-CODINOS, 277-283; J. DARROUZES, 
Recherches sur les Oddikia de l'Église byzantine, Paris 1970, 469-470. On the ecclesiastical 
election and consecration in general, see also WALTER, Church Appointments, with 
bibliography; ODB | (1991), 417. 


THE ICONOGRAPHY OF THE SKYLITZES MATRITENSIS 325 


The Byzantine Group 


Four out of the five miniatures of this category in the Skylitzes Matritensis depict the 
liturgical ceremony of the consecration in the church (Xeiporovia) (fols. 21r bottom, 
57r bottom, 64r and 76v bottom; Figs. 35, 136, 157, 187). 

These miniatures share a similar arrangement of the principal figures in the 
centre of the scene. A cleric celebrates the ordination ceremony, and the new 
patriarch stands opposite him. The ceremony takes place inside a sacred building. In 
two cases the priest and the patriarch are depicted bending over an altar (fols. 21r 
bottom, 57r bottom; Figs. 35, 136). The stance of the elected patriarch remains 
constant: he bents forwards and extends his hand. The priest opposite him holds a 
book (fol. 57r bottom, 76v bottom; Figs. 136, 187), reads from it (fol. 21r bottom; Fig. 
35)! or blesses the patriarch (fol. 64r; Fig. 157). Secondary figures, the number and 
stances of which vary, complete the composition. 

No other images of the consecration of a patriarch have survived in Byzantine 
art.2 The iconography of the Skylitzes miniatures is modelled on scenes depicting the 
consecration of bishops and deacons, which are sporadically found in Byzantine art 
in biographical contexts.? The cycle of St. Nicholas is the only significant Byzantine 
hagiographic cycle regularly including consecration scenes.^ Such scenes are 
characterised by a marked reduction in the number of narrative elements and the 
repetition of a stereotyped schema; this formula holds true for the Skylitzes 
miniatures. St. Nicholas is depicted in his Vita-icons and monumental paintings, 
standing with raised (covered) hands, slightly bending forwards. A bishop is shown 
opposite of him, blessing with his right hand and holding a book in his left. 

A comparison between fol. 21r bottom (Fig. 35) and the consecration of St. 
Nicholas in a Sinai icon from the eleventh century, probably the earliest preserved 
icon with a Nicholas cycle, reveals that both scenes are based on the same type. 





1 WALTER, Church Appointments, 118, claimed that the priest holds a rotulus with one 
hand and blesses with the other, but a closer examination of the miniature reveals that the 
priest holds a book with both hands. l 

? In the Alexandrian World Chronicle in Moscow, the appointment of a patriarch is depicted 
as follows: Theophilos, the new patriarch of Alexandria, is shown seated on a throne and next to 
him one sees the mummy of his predecessor; see BAUER-STRZYGOWSKI, Weltchronik, pl. 6. 

3 These depictions were gathered and studied by WALTER, Church Appointments. o 

4 SEVCENKO, Saint Nicholas, 76-85, with a long list of monuments in which the ordination 
appears. Ševčenko assumed the consecration scenes of St. Nicholas were the model for other, 
rare consecration scenes in Byzantine art. The type of the consecration of this saint was 
followed for the relevant scenes of St. Gregory of Nazianzus, St. Basileios and St. Euthymios. 
The simplified consecration scene recurs already in the ninth-century Gregory of Nazianzus 
manuscript in Milan, Ambr. E.49-50 inf., p. 128; see A. GRABAR, Les miniatures du Grégoire de 
Nazianze de l'Ambrosienne, Paris 1943, pl. XI, i. St. Basil makes a blessing gesture towards St. 
Gregory, who holds a rotulus, containing the beginning of his homilies. It is possible that the 
iconographic core of the St. Nicholas scenes followed a representation of this kind. 

5 SEVCENKO, Saint Nicholas, fig. 1.1. K. WEITZMANN, Byzantine Miniature and Icon 
Painting in the Eleventh Century, in Studies in Classical and Byzantine Manuscript Illumination, 
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The stance of the consecrated person, the altar in the middle, and the synthronon to 
the right are identical in both depictions.’ The attitude of the priest celebrating the 
ceremony is, however, different: on the icon, he holds a book with one hand and 
blesses with the other, while in the miniature he holds a book with both hands. 

The blessing gesture appears as an important element of the ceremony in most 
of the preserved Byzantine ordination scenes. Among the Skylitzes miniatures, only 
fol. 64r (Fig. 157) shows the priest blessing the new patriarch. The priest does not, 
however, hold a book. We are dealing with an element not limited exclusively to 
Ordination or liturgical scenes: A priest blessing someone appears in various 
contexts. Comparable is, for instance, an illustration in the twelfth-century Barlaam 
and loasaph codex Iberon 463, fol. 87r, showing a monk blessing Nachor before his 
baptism.2 

For the other miniatures of the group, in which the priest reads from a book or 
presents it to the patriarch, there is very little comparable material in Byzantine art. 
The closest parallel is found in a Syrian Pontifical, Par. syr. 112, dated 1238-1239 
A.D. (Fig. 592). The codex contains five ordination scenes. The trepiodeutng on fol. 
67r is very similar to the Skylitzes miniatures on fols. 21r bottom, 57r bottom and 76v 
bottom (Figs. 35, 136, 187). The bishop holds an open book with both hands and the 
periodeutes touches it with his hands. 

The origin of this iconographical type, which only appears on this folio in the 
Syrian manuscript, is problematic and is connected to the question of the models 
used for the production of the Pontifical. No illustrated Byzantine Ordinal has 
survived. In the West, such books were frequently illustrated and had a long tradition. 
For this reason, Leroy and Der Nersessian claimed that the model for the illustration 
of the Syrian Pontifical should be sought in the West rather than in Byzantium.^ The 
ninth-century Par. gr. 510 contains two depictions of the ordination of St. Gregory, on 
fols. 67v and 452; it shows two bishops holding an open book above his head.5 


eee 
ed. by Herbert L. Kessler, Chicago and London, 1971, 282-3, claimed that the cycle of the Sinai 
icon was taken over from an illustrated Vita of this Saint. 

1 The synthronon appears among the preserved consecration scenes of this Saint only in 
the Sinai icon; SEVCENKO, Saint Nikolas, 84. 

? DER NERSESSIAN, Barlaam et loasaph, pl. XIII, fig. 47; ATHOS TREASURES, II, fig. 
100. A similar formula appears in the Lectionary Dionysiou 587, fol. 141v, depicting Christ 
blessing in the direction of St. John the Baptist, again in combination with a baptism scene; 
ATHOS TREASURES, I, fig. 255. 

3 LEROY, Les manuscrits syriaques, 332-338, pl. 112, 1; DER NERSESSIAN, Cilicia, 45. 

^ LEROY, Les manuscrits syriaques, 335. In the ordination scene on fol. 28r of the Syrian 
manuscript, the priest places his hands on the head of the subdeacon, a motif not found in the 
Byzantine art of this time. In her study on the Book illumination in Cilicia, Der Nersessian 
contradicts her previous assertion, and doubts that the ordination scenes shown in the Par. gr. 
510 (Homilies of Gregory Nanzianzenus) could have served as model for the Syrian Pontifical 
as they are far too removed in time and too different in actual form; DER NERSESSIAN, Cilicia, 
45. 

5 OMONT, Miniatures, pls. 25, 60; DER NERSESSIAN, Par. gr. 510, pl. 10 (fol. 452r); 
BRUBAKER, Vision and Meaning, figs. 11, 46. 
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Although the composition differs greatly from those depicting the ordination of other 
saints, and bears little resemblance to the miniatures of the Skylitzes codex and the 
Syrian Pontifical showing a priest with a book, it is interesting that this motif appears 
at that early time. A thirteenth-century Apulian Nicholas icon in Bari includes an 
ordination scene in which the bishop holds a book and the saint touches it with his 
hands, as in the Skylitzes codex and the Syrian manuscript.! The scene takes place 
before an altar and the protagonists are flanked by clerics. Although western 
influences in some details of the iconography can be discerned, it is obvious that this 
Vita icon follows the Byzantine tradition. As this iconographical detail appears in the 
ordination scenes in the Paris manuscript, the Skylitzes Matritensis and the Bari icon, 
it can no longer be doubted that a figure holding a book belonged to the pictorial 
tradition of Byzantium. Most likely, this feature was developed either in a lost 
illustrated Ordination Book or independently, based on the Byzantine consecration 
ceremony. 

The miniature on fol. 76r probably depicts the urjvupa to the Patriarch Ignatios, 
which was sent after the election (Fig. 185). He is depicted enthroned in front of a 
church, clad in monk's attire, indicating that he has not yet been consecrated. Two 
deacons stand in front of him making a communicative gesture. This scene seems to 
be exceptional in Byzantine art.2 


The Western Group 


The miniatures of this group can be thematically divided into three subgroups: 
scenes depicting the liturgical consecration in the church, those showing the 
investiture, i.e., the second stage of the appointment of a patriarch, and one scene 
depicting the enthronement. The groups are associated with specific painters. 

For the ordination scenes of the painter B1, the motif of the imposition of the 
hands is characteristic (fols. 112v, 127v top, 129r top, 137v; Figs. 257, 300, 306, 
332). The ceremony takes place inside a church. The priest, painted in larger scale, 
places his hand upon the head of the new patriarch, who bends or kneels before him. 
Clerics and dignitaries attend the ceremony. 

The imposition of the hands constitutes the main difference between these 
miniatures and those of the Byzantine group. The imposition of the hands, despite its 
different development in the East and the West, is the central moment of the rite of 
ordination. In Byzantine art, the imposition of the hands as an ordination gesture 





! V. PACE, Icone di Puglia, della Terra Santa e di Cipro: Appunti preliminari per un’ indagine 
sulla ricezione bizantina nell'Italia meridionale duecentesca, Il medio orientale, 181-191; | 
BIZANTINI IN ITALIA, fig. 426. 

2 WALTER, Church Appointments, 118, wrongly argued that the miniature on fol. 10r 
depicts the enthronement of the Patriarch Nikephoros. See the description of this miniature in 
our chapter on the relation between text and image. N 

3 D. KOROL, Handauflegung, RAC, XIII, 489. Ch. Walter is of a different opinion: due to the 
absence of this feature in Byzantine iconography, and also based on Pachymeres, he claimed 
that the imposition of the hands did not form an important part of the ceremony; see WALTER, 
Church Appointments, 124-125. On the iconography of the imposition of the hands, see also L. 
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appears extremely rarely.! The Skylitzes illustrator possibly used a western model 
depicting the consecration of a bishop or deacon, and adjusted it to show the 
consecration of a patriarch. This conjecture is strengthened not only by the fact that 
the imposition of the hands is practically unknown in Byzantine art, but also by the 
fact that the Byzantine group in the Matritensis never depicts this rite. 

One of the earliest parallels to the Skylitzes miniatures is the ordination scene on 
the ivory book cover of the so-called Drogo Sacramentarium, dating from about 850 
A.D.* Two important motifs are found on the book cover: the imposition of hands, and 
a priest holding a book. In the Skylitzes miniatures, the bishop always places one 
hand on the head of the patriarch. The miniatures can be compared to several 
ordination scenes found in western Pontificals, like that from Arles, Par. lat. 9479, fol. 
38v (fourteenth century),? or a scene on an ivory plaque from the so-called Grado 
Chair in Milan, depicting St. Paul consecrating Ananias.4 In these examples, 
however, the consecrator uses both hands for the ordination. 

The miniature on fol. 112v (Fig. 257), in which the consecrator places one hand 
on the head of the elected patriarch and blesses with the other, has its closest 
parallel in the Pontifical of Landulf, Rome, Biblioteca Casanatense 724 (B I 13), a 
liturgical scroll from the tenth century adorned with twelve ordination scenes (Fig. 
9/5).* Despite the fact that the scroll exhibits no architectonic elements and that the 
number of the figures and their costumes differ from those of the Skylitzes miniature, 
the stance of the central group is identical in the two manuscripts. 


As already mentioned, the miniatures discussed above are works of the painter B1, 
who frequently applied this iconographic schema with slight modifications. The 
painter B5 rendered the theme of the appointment of the patriarch with a totally 


eee 
DE BRUYNE, L'imposition des mains dans l'art chrétien ancien, RivAC, 20 (1943), 113-278; R. 
SUNTRUP, Die Bedeutung der liturgischen Gebárden und Bewegungen in Lateinischen und 
Deutschen Auslegungen des 9. bis 13. Jhs. (Münstersche Mittelalter-Schriften, 37), Munich 
1978, 294-307. 

1 The only known example is a scene in Góreme, Tokali Kilise (tenth-century), in 
Cappadocia, showing the ordination of the First Deacons by the Apostle Petrus. He places both 
hands on the head of the first deacon; see WALTER, Church Appointments, 110, pl. 1; M. 
RESTLE, Die Byzantinische Wandmalerei in Kleinasien, vol. Il, Recklinghausen 1967, fig. 116. 
The imposition of the hands appears otherwise only in the western art. 

? F. STEENBOCK, Der kirchliche Prachteinband im frühen Mittelalter, 1965, no. 17, fig. 27. 
On the liturgical scenes of the cover, see R.E. REYNOLDS, Image and Text: a Carolingian 
Illustration of Modifications in the Early Roman Eucharistic Ordines, Viator 14 (1983), 59-75. 

3 V. LEROQUAIS, Les Pontificaux manuscrits des bibliothéques publiques de France, 
illustrations volume, Paris 1937, pl. 61. 

^ WALTER, Church Appointments, 111-2, pl. 2a. The date of the Grado Chair is 
controversial. 

5 R.E. REYNOLDS, Image and Text: The Liturgy of Clerical Ordination in Early Medieval 
Art, Gesta 22, 1 (1983), 27-38, figs. 6-17; H. BELTING, Studien zur Beneventanischen Malerei, 
Wiesbaden 1968, 144-152, figs. 179-190; OROFINO and CAVALLO, Exultet, 75-77, with further 
literature. 
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different composition. He juxtaposed the emperor and the elected patriarch, 
illustrating thus a different stage of the appointment procedure, i.e., the investiture, 
which took place in the palace. The scenes on fols. 159v, 179r bottom, 184r top and 
bottom, show the emperor enthroned inside the palace (Figs. 403, 451, 460). A 
servant stands behind him. The elected patriarch stands before the emperor; behind 
him there stand clerics or dignitaries. 

These three miniatures are crafted according to the general schema of audience 
scenes, adhered to very closely by all the painters of the group.! Their compositions, 
however, could have been based on concrete investiture illustrations; such 
illustrations appear in various western manuscripts. An example is a scene in the 
illustrated Vita of St. Amand in Valenciennes, Bibl. Mun. Ms. 502, fol. 22r (ca. 1100 
A.D.) (Fig. 596).2 The miniature shows an emperor sitting on a throne inside an 
arcaded architectural setting. St. Amand stands in front of him, accompanied by 
clerics. The emperor hands him a staff. The presentation of the patriarchal staff 
constituted a part of the appointment procedure in the West and the East 
Comparative material has been preserved only in the West, in illustrated Lives of 
saints: A saint is depicted receiving the staff from a ruler, like in the above mentioned 
illustrated Life of St. Amand.4 

Such a traditio instrumentorum is also depicted on fol. 196v top, painted by the 
painter B5 (Fig. 469). However, the miniature does not show the emperor presenting 
the staff: the enthroned patriarch Alexios receives it from the hands of the 
protonotarios loannes, as is recounted in the relevant passage.5 The staff has the 
form of the eastern episcopal staff. Western depictions of the staff are different.9 This 
composition can be compared to the consecration of the Apostle Mark on the Pala 
d'Oro in Venice. St. Peter is shown sitting on a throne and handing the staff to St. 
Mark, who stands before him.” The arrangement of the protagonists is reversed, 
compared to the Skylitzes miniature. 

On fol. 225r top, a similar composition depicts a different stage of the 
appointment procedure (Fig. 533). The miniature shows the enthronement of the 
Patriarch Michael Keroularios, which took place after his consecration in the church. 
He is shown seated on a throne inside a church, holding a staff and raising his hand. 





! Compare, e.g., fol. 174v bottom to fol. 184r. Even the servant behind the emperor appears 
constantly. 

? ABOU-EL-HAJ, Saint Amand, fig. 2; on this manuscript, see also CAHN, Manuscripts, 150 
and 155. 

* ABOU-EL-HAJ, Saint Amand, 348-352, emphasised the fact that the investiture scene in 
this manuscript does not correspond to the stereotyped schema used in such cases, but has an 
interpretative function, depending on the Investiture Conflict. 

* Examples are listed and reproduced by ABOU-EL-HAJ, Saint Amand, note 31, figs. 13-15, 
20-21. 

* WALTER, Churches Appointments, 11 and 120, claimed that the person handing over the 
staff is the emperor. Neither his costume nor the inscription justify such an identification. 

8 On the various forms of the bishop's staff, see LCI, vol. 5, 412, fig. 18. This form is rarely 
depicted in Byzantine art. 

“WALTER, Church Appointments, pl. 2b. 
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Two deacons stand in front of him. The composition is nearly identical to the one on 


fol. 76r, executed by a Byzantine painter. This miniature, however, illustrates a 
previous stage of the appointment (Fig. 185). 


One may conclude that the theme of the appointment of a patriarch was not 
homogeneously treated by the painters of the Matritensis. Although the text does not 
describe the ceremony and refers to it only briefly, the painters depicted various 
moments of the long and complicated procedure of the appointment. The illustrations 
differ not only from maniera to maniera, but also from painter to painter. The 
depictions of the Matritensis find their pictorial sources and parallels in liturgical 
books and above all in illustrated Lives of saints. The illustrators were inspired by 
their artistic background, but the scenes clearly show that common models were also 
used. One wonders, for example, why painter B1, although he constantly shows the 
imposition of the hands, which never appears in Byzantine miniatures, depicts the 
clerics in Byzantine ecclesiastical garments. This and the Byzantine facial features of 
the figures imply that he was influenced by Byzantine models. 


ILLUSTRATIONS OF LIVES OF SAINTS 


A large number of miniatures in the Skylitzes Matritensis are isolated or cyclical 
illustrations of the lives of various saints persecuted during Iconoclasm. This category 
includes audience scenes before the emperor, punishment, death, and burial scenes. 
Translations of relics will also be discussed in this context. The passages recounting 
the passions of the saints are believed to be interpolations in the chronicle of 
Theophanes Continuatus, on which Skylitzes is based. The question arises whether 
the miniatures were also copied en b/oc from another source. 


The Byzantine Group 


Cyclical illustrations of the life of saints appear only in the Byzantine part of the 
manuscript.! These scenes adhere to the standard iconography of the saints. Above 
all the Menologia, with their stereotyped, almost monotonous mode of representation, 
proved to be a valuable source, offering inexhaustible material for the illustration of 
the Lives of Saints.? 





! The cycles of the saints of the Second Iconoclasm in the Matritensis have been studied by 
WALTER, Saints. 

? The earliest Byzantine illustrated codex of this type is Vat. gr. 1613, the so-called 
Menologion of Basileios II (actually a Synaxarion) from the end of the tenth century, which is 
based on pre-Metaphrastian models. The manner of decorating the life of a saint, usually in a 
single scene, served as example for later Menologia. On this manuscript, see: MENOLOGIO; S. 
DER NERSESSIAN, Remarks on the Date of the Menologium and the Psalter Written for Basil 
Il, Byzantion 15 (1940-41), 104-125; I. ŠEVČENKO, On Pantoleon the Painter, JÓBG 21 (1972), 
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The first cycle appears on fol. 28v bottom, illustrating the martyrdom of the 
Metropolitan of Sardeis, Euthymios, in two scenes (Fig. 55). The miniature shows the 
emperor enthroned on the right-hand side, giving the order for the flagellation of 
Euthymios, depicted to the left. Euthymios lies on the ground with outstretched arms 
and legs, and is being whipped by two executioners. Such abbreviated cycles 
frequently appear in Menologia. Several parallels can be also found in other book 
categories in which the emperor ordering the flagellation and the execution of this 
order are combined into one scene, like in the Barlaam and loasaph Codex Iberon 
463, fol. 66v (Fig. 568).! 

In a similarly abbreviated manner, the martyrdom of Saint Cyril, the Metropolitan 
of Gortys, is depicted on fol. 40r (Fig. 85). The miniature shows the Arab ruler of 
Iberia ordering the decapitation of St. Cyril, which is shown in the next scene. 
Numerous parallels are found in illustrated Menologia, like the Menologion of 
Basileios II, Vat. gr. 1613, fol. 80r.? This type was also used by the painters of the 
Skylitzes codex to depict decapitations in other contexts, e.g., on fols. 43r top, 58r 
bottom and 82r top, showing the decapitation of rebels (Figs. 94, 140, 199). 

The next cycle follows on fol. 49r top (Fig. 112). The miniature consists of three 
scenes, representing the martyrdom of the Abrahamites monks. The cycle begins, as 
usual, with the emperor ordering the punishment of the monks. The second scene 
shows the decapitation of the monks, although the relevant passage merely refers to 
a flagellation of the monks. The third scene depicts the burial of one of the monks. 
He is lowered into a sarcophagus by three men; a mourning man stands in the 
background.? The illustration of the martyrdom of the Abrahamites monks is based on 
established iconographic types found separately or combined in Menologia.^ The 
deviation from the Skylitzes text suggests the influence of this iconography. No other 
known text describes the decapitation of the Abrahamites monks. 

The most important cycle of a saint in the Skylitzes illustrations is that of the monk 
and icon painter Lazaros from Constantinople. The text recounts that Theophilos 
ordered Lazaros' fingers to be burned because he refused to paint profane subjects. 
He was imprisoned, and after the intervention of the empress confined in the 





249; SPATHARAKIS, Corpus, no. 35, with extensive bibliography; J. ROHMANN, Die 
Miniaturen des Vatikanischen Menologions. Zur Problematik ihrer Namenbeischriften, JOB 49 
(1999), 249-264. On the Menologion illustration, see N.P. SEVCENCO, Illustrated Manuscripts 
of the Metaphrastian Menologion, Chicago-London 1990; H. DELIYANNI-DORIS, The 
Illuminated Manuscripts of the Menologion of Symeon Metaphrastes (Classification of the 
Manuscripts - Edition of the Menologion), Parousia 1 (1982), 275-313 (in Greek with a summary 
in English). See also L. MARIES, L'irruption des Saints dans l'illustration du Psautier Byzantin, 
Mélanges P. Peeters, Analecta Bollandiana 68 (1950), 153 ff. 

1 ATHOS TREASURES II, fig. 90; cf. also MENOLOGIO, fol. 36. 

? MENOLOGIO, fol. 80r. 

3 Neither does the miniature fully correspond to its basic text, nor is the man taking part in 
the interment to the right an imperial figure, as WALTER, Saints, 309, thought. | 

^ Compare, for instance, this miniature to that in the Menologion of Basileios ll, fol. 83r. it 
illustrates the martyrdom of the Saints Dauktos and Kallisthenes and shows a decapitation 
followed by a burial scene. 
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monastery of St. John the Baptist the Phoberos, where he painted an icon of this 
Saint. The story of Lazaros is illustrated with four miniatures. He is shown discussing 
with the emperor on fol. 49v bottom (Fig. 115). On fol. 50r, the emperor orders his 
punishment, which is depicted next: Lazaros extends his hand and an executioner 
sears them with red-hot irons (Fig. 116). To the right, Lazaros is shown sitting inside 
a prison. The lower miniature on this folio shows the monk inside a monastery, 
painting an icon of the Virgin with the Child (Fig. 117). As painters at work are rarely 
depicted in Byzantine art, this miniature is of great importance. Finally, fol. 50v top 
represents a discussion between the Empress Theodora and Lazaros, which took 
place after the death of Theophilos (Fig. 118). 

A vita of the monk has not survived, but its existence is considered certain.! No 
other representations of this Saint are known in Byzantium.2 Instead of the icon of St. 
John the Baptist mentioned in the text of Skylitzes, the monk Lazaros is shown 
painting the Virgin with the Child, as recounted in the legend about this monk. This 
discrepancy, although a minor detail, and the consistency of the four miniatures led 
Walter to the belief that they possibly form a cycle, which was inserted en b/oc into 
the illustration of the Skylitzes Chronicle.3 In this case, the Skylitzes miniatures attest 
the existence of a lost illustrated vita of the monk and painter Lazaros. 

The next cycle, consisting of three miniatures, depicts the story of the monks 
Theodoros and Theophanes, known as the Graptoi Brothers, who were persecuted 
by the Emperor Theophilos. They were sentenced to have verses composed by the 
emperor tattooed upon their foreheads. The miniature on fol. 50v bottom shows the 
dispute between the emperor and the monks^ (Fig. 119). The next scene, painted on 
fol. 51r, shows Theophanes in front of the emperor justifying the veneration of the 
icons by quoting from the Bible5 (Fig. 120). The last miniature, on fol. 51v top, shows 
the flagellation of the monks and adheres to the customary schema for this scene 


REESE a E 

1 The Synaxarium Constantinopolitanum (CP 231.4) and the twelfth-century Hypotyposis of 
the monk loannes of the Monastery of St. John Phoberos Supply similar information on the 
monk Lazaros to that given by Theophanes Continuatus and Skylitzes; see on this WALTER, 
Saints, 310. 

? The only representation known to me is an engraving by C. Halbauer after J.W. 
Baumgartner from the year 1753; see J. GIULINI, Tágliche Erbauung eines wahren Christen zu 
dem Vertrauen auf Gott und dessen Dienst in Betrachtung seiner Heiligen auf alle Tage des 
Jahres in auserlesenen Kupfern und deren Erklárung auch erbaulichen Betrachtungen und 
andáchtigen Gebetern, |, Augsburg 1753, 161. 

? WALTER, Saints, 311. 

^ Empress Theodora is represented instead of Theophilos by mistake. Moreover, Theodoros 
and Theophanes are clad as dignitaries and not as monks. 

5 The emperor is again mistakenly replaced by an empress. Theophanes is shown here in 
bishop's attire. These mistakes may have been made either by the illustrator of the Skylitzes 
Matritensis, who confused the scenes of the model, or by the artist of one of the previous 
copies. 
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(Fig. 121). The most important moment of the story, the tattooing of the verses, is not 
represented.’ The cycle consists of established iconographic types. 

A short cycle about the Archbishop Manuel of Bulgaria is found on fol. 82r top 
(Fig. 199). It consists of two scenes, read from right to left. The first one portrays the 
bishop debating with the Bulgarian ruler Koutragon. The second scene shows the 
decapitation of the Christians on the order of Koutragon; he is depicted enthroned to 
the right. The cycle is again composed of standard scenes. In the Menologion of 
Basileios Il, on fol. 345r, the martyrdom of the same Archbishop Manuel is rendered 
in a different way.? In front of a hillock, a large group of martyrs is shown lying on the 
ground, decapitated and cut into pieces by three executioners with raised swords.3 

Finally, two identical flagellation scenes should be mentioned, not because they 
represent the martyrdom of a saint, but because they are of iconographic interest. 
They appear on fols. 43v top and 64v bottom. Both show a man standing in frontal 
view. His outstretched arms are held by two servants, while two executioners whip 
him on the back (Figs. 96, 159). An exact parallel to this rare formula is found in the 
eleventh-century Tetraevangelion Par. gr. 74, fol. 205v.^ The scene depicts the 
flagellation of Christ, a subject rarely depicted in Byzantine art.» The closeness of this 
scene to the Skylitzes miniatures and the rareness of the composition suggests a 
common model. 

Another miniature which could be examined in this context is painted on fol. 41r 
top (Fig. 88). A captive is shown hung on a /urca.® His head is stuck in the fork ofa 
stake and his hands are tied behind his back. Parallels to this kind of execution are 
found as early as in Early Byzantine art, e.g., in the left nave in S. Maria Antiqua in 
Rome (eighth century).” The victim in this painting, however, is depicted naked. 
Comparative material is also found in the Joshua Roll, in the depiction of the 
execution of the king of Gai, sheet II, and the execution of five kings, sheets XIV- 


XV.9 


1 This scene appears in the co-called Theodore Psalter, fol. 120r; DER NERSESSIAN, 
Psautiers, fig. 197. 

2 . 345r. 

3 Arann neces as differs from that of the Matritensis, it is interesting to note that 
the costume of one of the executioners is similar to that of Koutragon in the Skylitzes miniature. 
His tunic has horizontal bands, which do not appear elsewhere in the Menologion. This probably 
means that the costume was generally associated with Bulgarians. 

4 : i ig. 176. 

5 E a Christi, LCI Il, 127-130 with literature. The Veraevangelon 
of Ivan Alexander, which is a copy of the Paris codex, also contains this scene; see L. 
SHIVKOVA, Das Tetraevangeliar des Zaren Ivan Alexandăr, Recklinghausen 1977, fig. 346. 

5 On this miniature and its importance for the relevant depiction in the Joshua Roll, see 
KRESTEN, Hinrichtung; for other representations of the furca, see his note 5, with literature. 

7 WILPERT, Mosaiken und Malereien, vol. 4, pl. 192,1. 

$ KRESTEN, Hinrichtung, fig. 1. 

? LOWDEN, Octateuchs, fig. 169. 
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The Western Group 


There are no illustrations dealing with the life of a saint in the western miniatures. A 
Series of scenes associated with wars, e.g., Showing executions, are modelled in an 
analogous manner after the martyrdom scenes. 

Decapitation scenes appear on fols. 110v top and 136r bottom (Figs. 251, 328). 
In both scenes, the victims bend forwards, their hands are tied behind their backs. 
The executioners stand in the background and raise swords. Comparable material is 
found in passion scenes of saints, which were also frequently illustrated in the West.! 
Parallels to the decapitation scenes of the Matritensis can be found in monumental 
painting, e.g., in a scene from the martyrdom of Santa Caecilia in S. Urbano alla 
Caffarella, Rome (1011 A.D.),2 and in book illustrations, such as the thirteenth- 
century New Testament Vat. lat. 39, fol. 94r.3 

On fol. 98v, four punishment methods are shown in one miniature (Fig. 220). To 
the left, the general orders the execution of captives. The first method shows the 
hanging of a man; an executioner pulls a rope fastened around his neck and raises 
him up to the fork of a stake. In the second punishment Scene, an executioner 
applies an instrument to the neck of a prisoner who is bound naked to a pole. The 
next scene shows two archers shooting arrows into the back of an Arab fastened to a 
pole. To the right, a man is thrown into a cauldron; a kneeling figure fans the fire. A 
similar hanging scene is seen on fol. 135r top (Fig. 324). The hanging scenes could 
have been inspired by a Byzantine model, e.g., that on fol. Atr top (Fig. 88), but 
similar representations also appear in the West, e.g., in a drawing of the so-called 
Roda Bible,‘ or in a twelfth-century Bible in Florence, Bibl. Med. Laur. Edili 126, fol. 
83r.5 

The blinding of a man is frequently depicted in the Skylitzes codex, but only by 
the western artists. The victim is seen lying on the ground, while an executioner 
kneels upon him and blinds him (fols. 197v, 199r, 225r bottom, 225v top; Figs. 470, 
473, 533, 534). The closest parallels to these scenes in the East are a blinding scene 


Se 

1 The earliest preserved cycle in the West is found in Santa Prassede, Rome; see J. 
WILPERT, Beitráge zur christlichen Archäologie (VIIL), RQ 22/1 (1908), 177ff. A first attempt to 
gather the relevant material was undertaken by F. WORMALD, Some Illustrated Manuscripts of 
the Lives of the Saints, Bulletin of the John Rynalds Library 35 (1952), 248-268. Among the 
abundance of studies on single saints, we mention the following: A. BOUTEMY, l'illustration de 
la vie de Saint Amand, Revue belge d'archéologie et d'histoire d'art 10 (1940), 16-49; M. 
BAKER, Medieval lllustrations of Bede's 'Life of St. Cuhtbert, Journal of the Warburg and 
Courtauld Institutes 41 (1978), 342-358; M. CARRASCO, Notes on the Iconography of the 
Romanesque Illustrated Manuscript of the Life of St. Albinus of Angers, ZfK 47 (1984), 333-48; 
eadem, An early Illustrated Manuscript of the Passion of St. Agatha (Paris, Bibl. Nat. Ms. Lat. 
9994), Gesta 24 (1985), 19-32. See also C. HAHN, Picturing the Text: Narrative in the Life of 
the Saints, Art History 13.1 (1990), 1-33. 

? WILPERT, Mosaiken und Malereien, vol. IV, pl. 230. 

3 ELEEN, Acts Illustration, fig. 29. 

^ Reproduced in H.W. KOCH, Illustrierte Geschichte der Kriegszüge im Mittelalter, 
Augsburg 1998, fig. p. 20. 

5 CAHN, Bibel, fig. 112. 
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in the Menologion of Basileios Il, Vat. gr. 1613, fol. 211r, and the blinding of a monk 
in the Barlaam and loasaph codex in Cambridge, King's College no. 338 (twelfth- 
thirteenth century). 

Fol. 216r depicts the stoning of the Bulgarian Teichomeros (Fig. 511). As in the 
cycles of the Byzantine group and in Menologion illustrations, a ruler, in this case the 
Bulgarian Deleanos, orders the stoning of Teichomeros; it is shown in the next 
scene. Teichomeros sits on the ground in an unnatural way and raises his hands. 
Several Bulgarians holding stones surround him. This scene could have been based 
on a stoning of St. Stephen: The saint usually kneels in prayer surrounded by his 
executioners, who throw stones at him. The Skylitzes miniature can best be 
compared to the depiction of the stoning of this saint found in the thirteenth-century 
New Testament Vat. Chigi A. IV. 74, fol. 124v? (Fig. 591) and in a twelfth-century 
sacramentarium from Limoges (Par. lat. 9438, fol. 20v; Fig. 602).? The stoning in the 
Sacramentarium has the peculiar stance of the victim in common with the Skylitzes 
illustration: the saint turns his head upwards and raises his hands, so that the palms 
are visible. The position of the legs is also almost identical in the two manuscripts; it 
seems to be a typical stance for western representations.4 The two figures stoning 
the saint have the same posture as the two Bulgarians to the right of Teichomeros. 
These western representations, however, seem ultimately to be based on a 
Byzantine model. In the Vatican Cosmas Indikopleustes codex (Vat. gr. 699, end of 
the ninth century), the stoning of St. Stephen on fol. 82v is rendered in a similar way. 
The saint stands in the middle with raised hands and his legs are turned to the right. 
Several figures are shown on top of a semicircular, low architectonic structure, 
throwing stones at the saint.5 

The scene on fol. 209r, showing St. Nicholas in the dream of loannes 
Orphanotrophos, certainly recalls representations from the Vita of this saint which 
show him appearing in the dream of the Emperor Constantine or of the Eparch of 
Constantinople Ablabios. 


The cycles of the Life of saints in the Skylitzes Matritensis, painted only by the 
Byzantine artists of the manuscript, enrich hagiography with otherwise unknown 
scenes. They repeat, as expected, established iconographic types encountered in 
various contexts, above all in illustrated Menologia. The execution scenes were also 





! DER NERSESSIAN, Barlaam et loasaph, pl. XXIX, fig. 109. 
2 lustration, fig. 48. 

: Se reat P décoration des manuscrits a Saint-Martial de Limoges et en 
Limousin du Xle au Xlle siècle, Paris-Genua 1969, fig. 163; CAHN, Manuscripts, no. 38, irren 
^ Compare also a relevant depiction in the Troparion, Paris, Bibl. de l'Arsenal, Ms. 
Rés, 6v (dated between 996-1024 A.D.); see H. MARTIN and P. LAUER, Les eee 
manuscrits à peintures de la Bibliothèque de l'Arsenal a Paris, Paris 1929, pl. Ill, and Trésors 

de la Bibliothéque de l'Arsenal, Exhibition Catalogue, Paris 1980, 131-133, no. 261. P 

? C. STORNAJOLO, Le miniature della Topografia cristiana di Cosma Indicopleuste, codice 
vaticano greco 699 (Codices e Vaticanis Selecti, X), Milan 1908. 

6 On these scenes, see ŠEVČENKO, Saint Nicholas, 115-122. 
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used by the western painters of the Manuscript, but for the depiction of rebels, not 
saints. 


TRANSLATION OF RELICS 


Two miniatures depict this theme. They were both executed by the painter B1. 

The miniature on fol. 106v depicts the translation of the relics of Michael IIl from 
the monastery Philippikon in Chrysopolis to the Apostles Church in Constantinople 
(Fig. 240). An architectonic Structure, suggestive of Chrysopolis, is shown to the 
right. Two men in short tunics carry a coffin. The Patriarch Stephanos is depicted in 
the centre. His extended hands are held by two men in tunics. His brother, 
Alexandros, stands beside them. The Apostles Church is depicted to the left as a 
round edifice with arcades. A group of men with skaran/ka stands beside it; they 
possibly represent the lower clergy performing the chant during the course of the 
procession; the foremost figure, without a hat, makes what seems to be a 
cheironomic gesture by raising his right hand up to the ear. 

Fol. 138r shows the translation. of the hand of St. John the Baptist to 
Constantinople (Fig. 333). A group of dignitaries wearing skaranika is depicted to the 
left. A man in tunic and mantle carries a reliquary on his head. In the middle, the 
patriarch is depicted with outstretched arms, as in the aforementioned miniature. He 
Is accompanied by clerics; those in the background wear white skaran/ka and hold 
candles. The patriarch looks at a church. Three deacons stand under the first arch of 
the church; the first one holds a book in his veiled hand and a censer; a lit candle is 
visible in the background. Three bishops stand under the next arch. 

The stance of the patriarch is identical in the two miniatures. The translation of 
the relics on fol. 138r has a more festive character, through the depiction of a greater 
number of dignitaries and clerics and the depiction of details, such as candles, 
censers and the books held by the clerics. Isolated elements of these illustrations are 
comparable to analogous translation scenes preserved in the East and the West, 
where this kind of depictions were common.1 One cannot determine whether a 
Byzantine or a western model was used, but the way the patriarch is represented has 
an exact parallel in the translation of the relics of St. Clemens, painted in the 


J————— PD 

! On the iconography of the translation of relics, see K.G. HOLUM and G. VIKAN, The Trier 
Ivory, Adventus Ceremonial, and the Relics of St. Stephen, DOP 33 (1979), 115-133; J. 
WORTLEY, Trier Ivory Reconsidered, Greek Roman and Byzantine Studies 21 (1980), 381- 
394; N. GUSSONE, Aaventus-Zeremoniell und Translation von Reliquien. Victricius von Rouen, 
De laude sanctorum, Frühmittelalterliche Studien 10 (1976), 125-133; O. NUSSBAUM, 'Geleit', 
RAC, vol. 9, 1034-35; A. LEGNER, Reliquien in Kunst und Kult zwischen Antike und Aufklarung, 
Darmstadt 1995, 27-36. In contrast to the Byzantine realm, numerous translations have been 
preserved in various pictorial media in the West. The West also distinguishes itself from 
Byzantium in the development of translation cycles with rich narrative details, depicting scenes 
from the translatio to the depositio. Legner stresses the necessity of an art historical 
examination of this material, which constitutes a category of its own. 
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entrance hall of the Basilica of San Clemente in Rome (twelfth century) (Fig. 573).' 
Pope Nicholas | (858-67 A.D.) is represented with outstretched hands, flanked by the 
Saints Cyril and Methodius. They hold his mantle, so he can advance unhindered. 
Numerous tonsured monks follow them in the background holding church banners 
and palms. In the middle, four deacons carry a richly adorned bier, on which the saint 
lies. Instead of a reliquary, his body is shown. Two deacons swing censers above 
him and hold incense containers. 

The representation of the patriarch in the Skylitzes miniatures and that of the 
pope in the painting is identical, but in the miniatures the assistants of the patriarch 
do not hold his mantle, but rather grasp his hands, obviously a misunderstanding.? 
There is little doubt that a common model was used by the artists. 


ARCHITECTURAL REPRESENTATIONS 


One of the main features of the architectural representations in the Matritensis is their 
flat appearance and consequently their lack of depth. They clearly differ from the 
three-dimensional illustrations of buildings of the so-called Macedonian Renaissance 
and the Paleologan era.? The use of various conventional perspectives and the 
absence of depth makes the buildings look as if they were glued onto the parchment. 
This chapter will examine the architectonic forms of the buildings and the 
compositional methods used by the artists. Attention will also be paid to the 
relationship between the figures and the buildings. 


THE BYZANTINE GROUP 


Palaces 


The architectonic form most frequently applied to depict a palace is rectangular and 
has a pediment (e.g., 23r bottom, 28v top and bottom, 29r; Figs. 41, 54-56). 
emperor is usually placed in the axis of the pediment, which also mehr 
emphasise his figure. The articulation of this and other types of edifices adhere to the 


1 WILPERT, Mosaiken und Malereien, vol. II, 536-537, vol. IV, pl. 239, 2. The scene was 


later wrongly repainted. ; 
2 Eu mentions that this stance of the patriarch can be seen today in the orthodox liturgy 


but does not specify if he means the holding of the hands or of the iis pn SR 
MANOUSSACAS, Skylitzés, 143. In any case, a similar representation in Byzantine 


known. o l 
3 On the development of the architectural representations in painting since the end of the 


twelfth century, see VELMANS, Le rôle du décor. 
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Standard iconographical conventions found in the East and the West for centuries: 
both the individual architectonic elements and the building as a whole have incorrect 
Proportions; the spatial relationship between the figures and the buildings are also 
wrong; the perspective is inaccurate.! These buildings are rarely depicted in frontal 
view (e.g. on fol. 53r; Fig. 125). More frequently, two? or three? views of a building are 
Shown simultaneously in a geometric development, in which all horizontal lines or 
parts of the edifice are projected into the foreground and remain level (e.g., on fol. 
14v top; Fig. 15). The geometric development of a building can extend to the entire 
width of the miniature, resulting in a long architectonic setting framing the entire 
scene (fols. 23v, 24v top and bottom, 62r bottom; Figs. 42, 44, 45, 152). The leaves 
of widely open doors occasionally extend beyond the outlines of a building in order to 
stress the impression of an interior (e.g. on fol. 66r; Fig. 162, 163). 

The palaces are also rendered as complex architectonic settings, comprised of 
several architectural units. They consist either of a geometric development of a single 
unit (e.g., fol. 24v top; Fig. 44), or of the combination of several units (e.g., fol. 25r; 
Fig. 46, 47). Various baldachin types, domed buildings, and constructions With .a 
pediment are depicted next to each other and form a single architectonic complex, 
suggesting a palace. The buildings are seen from the exterior in various 
perspectives. As is common in Byzantine art, the scene depicted in front of these 
buildings takes place in the interior. The impression that the action takes place in the 
interior of a building is also strengthened by the depiction of doors or curtains (e.g., 
fol. 24v bottom; Fig. 45). In a few cases, large architectonic settings are rendered as 
real interiors. On fol. 44v (Fig. 100), for instance, one can see a marble wall behind 
the princesses, but the roof is seen from the exterior. 

In a few cases, domed or canopy-like structures are used to indicate a palace, 
e.g., on fols. 23r top, 63r and 50v bottom (Figs. 40, 154, 119). Another architectural 
formula occasionally houses an imperial figure: it resembles a baldachin and has the 
form of a pointed dome. This formal element is also used to depict tents, (e.g., fols. 
18r, 18v top, 56r, 75v; cf. fols. 35r and 37r, on which tents are shown; Figs. 25, 26, 
133, 184; 71, 77). A very similar representation is found in the Petrus de Ebulo 
codex, fol. 121r.^ Another parallel is a church portrayed in an Exultet Roll in Bari; it 
shows two domes resting on columns; the decoration at the top resembles that found 
in the Skylitzes miniature on fol. 24v top (Fig. 44). This architectural formula is 
frequently found in Arabic manuscripts, but it is practically unknown in Byzantine art. 





! LAMPL, Architectural Representation, 6-13. 

? Cf. LAMPL, Architectural Representation, figs. 2-6. 

3 The main façade is seen in frontal view, while the side walls are projected into the 
foreground and appear geometrically developed. This side-front-side scheme is, according to 
Lampl, a mediaeval innovation: LAMPL, Architectural Representation, 9, fig. 8. 

4 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 139. 

5 Archivio del Capitolo Metropolitano, Exultet 2, second half of the thirteenth century: 
OROFINO and CAVALLO, Exultet, 201ff. 

6 For example, Par. arab. 5847, fol. 16; GRABAR, Maqamat, Microfiche 1 F12. 








THE ICONOGRAPHY OF THE SKYLITZES MATRITENSIS 339 


Among the palace types, the most interesting and monumental representation is 
found on fol. 17r, showing the Boukoleon Palace as a rectangular building (Fig. 22). 
The façade and one side of the building are painted in one plane. It is the only two- 
storied edifice among the Byzantine illustrations of this codex. On the upper floor, an 
arcade is visible, probably representing a balcony. The ground floor is flanked by an 
arcade to the left and a rectangular building to the right with a closed door in gold. 
Above them stand the statues of a lion and a bull, although the palace had only one 
statue, showing a lion attacking a bull.’ A railing is seen at the front of the palace. 


Churches and other sacral buildings 


Church buildings are frequently represented as baldachin-like or domed structures 
and usually bear a cross (e.g., fols. 28r, 57r bottom; Figs. 53, 136).2 Canopy-like 
constructions stand for ecclesiastical edifices, as is common in medieval art? (e.g., on 
fol. 28v top; Fig. 54). It is sometimes difficult to distinguish between a baldachin and 
a domed building, as the miniature on fol. 78v shows (Fig. 192). Similar buildings are 
found, for instance, in the ninth-century Chludov Psalter, fol. 50r.4 

A church complex consists of several domed and baldachin-like units, placed one 
next to the other (fol. 41v, 43r bottom; Figs. 90, 95). These settings are generally 
seen from the exterior, but a building may occasionally combine exterior and interior 
views, like on fol. 85r (Fig. 206); the interior of the church is indicated here with 
furniture beside the marble wall. The most impressive depiction of a church is seen 
on fol. 33r (Fig. 66). It is supposed to depict the Blachernai church in Constantinople, 
shown here with several domes. This representation does not correspond to the real 
form of this church, a discrepancy which generally applies for all the depictions of 
churches in this codex. This also becomes clear if one compares the 
representations of St. Sophia on fols. 16v top, 52r, 79r, 80r bottom, which are all 
different and unrealistic (Figs. 20, 123, 193, 195). 


! For a description of the statue, see ZONARAS, Ill, 517, 8-11; ANNAE COMNENAE 
ALEXIAS, ed. by D.R. Reinsch and A. Kambylis, Berlin-New York 2001 (CFHB, 40: Series 
Berolinensis), vol. |, 89, 66-71. | " 

? On fol. 30v (Fig. 59), two similar domed constructions with a cross on top are used to 
render Asia (rj agia). | mE 

3 For example, in the mosaic showing the Baptism of St. Paul in the Cappella Palatina, in 
Palermo: DEMUS, Norman Sicily, fig. 40b. 


* SCEPKINA, Chludov Psalter, pl. 50. | Mon 
5 For the Blachernai church, there are sources from Prokopios to the fifteenth century, w 


testify that the church did not have five domes; see R. KRAUTHEIMER, Early bp! pis 
Byzantine Architecture, Harmondsworth 1965, 190. The same church also appears on i r, 
but differently rendered. SMITH, Architectural Symbolism,153, 176, stated that the baldachin on 
fol. 43r reflects the imperial reception room mentioned in the sources. — 

6 GRABAR-MANOUSSACAS, Skylitzés, 134-135; ŠEVČENKO, Scylitzes, 127. 
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The representation of the church on fol. 48r is striking (Fig. 110). The church is 
described in the relevant passage as having three naves, and being incomparable for 
its beauty and dimensions. In an attempt to render this passage as close as possible 
the artist divided the fagade of the church in three parts, painted it in gold and vivid 
colours, and decorated it with various ornaments. It is Surprising, though, that only 
' the church is the subject of the miniature. Such architectural representations without 
figures are rare in Byzantine art. A similar case is found among the ceiling paintings 


of the Cappella Palatina in Palermo, where a church appears among the scenes of a 
profane cycle.’ 


Cities and fortresses 


The depiction of cities or fortresses is more homogeneous and adheres to the 
conventions of standard /opos representation. Two forms have been applied: 1. A 
polygonal form, seen in bird's eye-view, with lateral towers and a masonry facade 
(fols. 11r bottom, 29v, 34v bottom, 35v bottom, 36v top, 36v bottom, 37r; Figs. 4, 57, 
70, 73, 75-77).2 2. A round form with crenellated walls (fols. 31v top, 33v, 41v, 58v, 
59v, 60v top, 229v, 230r top; Figs. 61, 67, 90, 141, 145, 543-544). Buildings appear 
only rarely within the walls (fol. 32r; Fig. 63). Both of these forms have a long tradition 
since Late Antiquity. They appear in cartography and coinage; numerous examples 
can be also found in Byzantine book illumination and monumental painting.? On fol. 
31v bottom, several scattered round fortresses are shown. This scheme is 
comparable to that of the Petrus de Ebulo codex, fol. 140r, on which a figure 





' A. GRABAR, Image d'une église chrétienne parmi les peintures musulmanes de la 
Chapelle Palatine à Palerme, in: Aus der Welt der islamischen Kunst. Festschrift für Ernst 
Kühnel, Berlin 1959, 226-233. Symbolical representations of edifices, above all of temples, are 
known from ancient coinage and roman paintings; they show famous architectural 
representations of various countries. This kind of architectural and city representation was 
adopted by Byzantine and Arabic art. In Latin medieval manuscripts, church depictions continue 
this tradition: GRABAR, Image d'une église, 229-230. 

In the Exultet Roll 3 in the Museo dell'Opera del Duomo, Pisa, dated 1240-1260 A.D., Mater 
Ecclesia is rendered symbolically by a church, while in other depictions of this subject a 
personification is chosen; see OROFINO and CAVALLO, Exultet, 465 ff. On the iconography of 
this theme, see H. TOUBERT, L'Ecclesia dans l'art des X*-XIle siècles, Convegni del centro di 
studi sulla spiritualità medievale, XIII. Musica e arte figurativa nei secoli X-XII, Todi 1973, 69- 
101. Another example showing a representation of a church without figures is found in the 
Bristol Psalter, fol. 11v: DUFRENNE, Psautiers, pl. 48. The church is an allegorical 
representation of the title to Psalm 5, reading: H €€ €6vWv EkkAnoía rj kAnpovourigaca Tov 
X(piato)v. These two examples thus have a symbolical function, while the Matritensis miniature 
is based on the description of a church in the Skylitzes text. 

? A similar schema is used on fol. 50r top to depict a prison (Fig. 116). 

3 SMITH, Architectural Symbolism, fig. 12. 
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personifying Wisdom holds a world map.! The mappa mundi consists of conventional 
representations of cities arranged in several superimposed rows.2 

The intense colours and the abundant use of gold in the architectural 
representations of this group are striking. Checked and scale patterns are used as 
decorative motifs for the doors. Wavy tendrils, as well as simple s-form tendrils and 
arabesques, embellish the space around the doors and windows (e.g., on fols. 25r, 
48r; Figs. 46, 47, 110). These motives are complemented by pseudo-cufic designs, 
zigzag lines and floral patterns. Masonry and splits in the walls are often depicted. 
Railings are only rarely shown (fol. 17r; Fig. 22); this is also true for marble imitations 
on the walls (fols. 44v, 78v, 85r; Figs. 100, 192, 206). These ornaments were very 
popular in Byzantine book illumination in this period. The use of the arabesque motif 
reached its peak near the end of the twelfth century in the East as well as the West.? 
Arabesque motives embellish not only architectural representations, but also 
garments and thrones. 


The basic principle characterising the architectural representations of the Byzantine 
group is the exchangeability of forms. There is not a specific architectonic form for 
each of the various kinds of buildings, e.g., churches, palaces or houses, but the 
same form may be used for any of them. Concrete formulae appear only in the 
depictions of cities and fortresses. The buildings are either seen from the exterior, or 
the interior of a house in which a scene takes place is shown. The interiors 
occasionally surround the entire scene and cover all the space reserved for the 
miniature; in this case, the architectonic setting also functions as a frame for the 
miniature.* In a number of architectural representations, the exterior and the interior 
of a building are combined in a conventional perspective. 

The figures are associated with the architecture in two ways, representing 
different spatial conceptions. Figures are either placed in front of a building or they 
are surrounded by it. The miniature on fol. 85v top may serve as an example for the 
first category (Fig. 207): An edifice with a pediment and a wall with a drapery are 


1 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 223. 

? The most famous example of a map of this kind is the Madaba map from the middle of the 
sixth century in the St. George church in Madaba. Small cities are represented as tower-like 
gates or as churches, while larger cities are rendered as architectonic complexes; see M. 
PICCIRILO, Madaba, le chiese e i mosaici, Jerusalem 1989, fig. p. 92. On the representations 
of a country as a city, see F. GRAPE-ALBERS, Die spátantiken Illustrationen zu den 
medizinischen Schriften von Pseudo-Apuleius und Sextus Placitus und ihre mittelalterliche 
Überlieferung, Ph.D. Vienna 1973, 76. 

3 M.A. FRANTZ, Byzantine Illuminated Ornament, Art Bulletin 16 (1934), pls. XIV, 5, XVI, 4, 
XVII, 2; A.H.S. MEGAW and E.J.W. HAWKINS, The Church of the Holy Apostles at Perachorio, 
Cyprus, and Its Frescoes, DOP 16 (1962), 341-342; see also E. KUHNEL, Die Arabeske. Sinn 
und Wandlung eines Ornaments, Graz 1977. 

4 Only the miniature on fol. 80r top, which has a golden background, is bordered by a real 
frame (Fig. 194). 
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shown to the right! the wall functions as a coulisse. The figures and the table at 
which they sit are clearly placed in front of this architectonic setting. 

In the second category, figures or the whole scene are placed in the interior of a 
building. This device gives a special significance to the architecture. In these Cases 
the architecture serves to frame the scene, as already noted. It does not function is 
a background, but as a space in which the scene takes place. It is, thus, not a 
decorative element, but an important part of the picture. Like the figures the 
buildings stand on a narrow, straight strip signifying the ground; they are painted in 
the same plane as the figures. This spatial conception is not common in twelfth- 
century Byzantine art. By comparing the elongated building on fol. 24v bottom of the 
Matritensis (Fig. 45) with a similar building in the Kokkinobaphos codex Par. gr. 1208 
fol. 237v? the difference becomes immediately apparent: in the Paris miniature, one 
can distinguish three planes: the figures clearly stand in front of the architectonic 
setting, while the whole scene is surrounded by a rectangular frame. Without being 
three dimensional, the Kokkinobaphos miniature has a visible spatial differentiation. 
On the contrary, in several elongated architectonic settings of the Byzantine group in 
the Matritensis, there is practically no space between the figures and the 
architectonic background. This Spatial conception is a Principle which also 


characterises the architectural representations of the western group, as we shall see 
below. 


THE WESTERN GROUP 


In the miniatures of this group, the architecture is more complicated and fanciful. This 
is not only due to the fact that there are more architectural forms, but also because 
more illustrators, who differ from each other in iconography and style, were involved 
in the production of the miniatures. Like in the Byzantine part of the manuscript, a 
synthetic or additive principle is applied to represent architectural forms. Each painter 
exhibits a standard repertoire of architectonic elements, which appear in every 
possible combination and result in a different building each time. Despite the variety 
of forms, there are certain principles followed more or less consequently by all the 
western painters. 


Palaces 


The palaces are seen from the exterior or as elongated architectonic settings which 
combine interior and exterior views. The palaces seen from the exterior are shown 
mostly in side view and occasionally in bird's-eye view. In representations of the 
emperor on his throne, a rectangular construction appears behind him: it consists of 
a conglomeration of various architectural elements arranged to depict a palace (e.g., 





1 Walls decorated with a draperies are very common in monumental painting. 
? OMONT, Homélies, pl. XXVII. 
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fols. 102r middle and bottom; Figs. 229, 230). This edifice type has up to three main 
structural elements, which can be one, two or three-storied; its decorations and 
colours give the impression of a tapestry or a mosaic. The rectangular fields that 
comprise the palace have round doors or windows and roofs on the upper stories 
(e.g., fol. 104r; Fig. 233). The roof is surmounted by domes or towers with a 
pediment and crenellations. The variety of colours recalls depictions seen in the 
Psalterium Aureum in St. Gallen, ca. 900 A.D.,! the Exultet Roll in London, British 
Library, Add. 30337, from the end of the eleventh century? and in the so-called Farfa 
Bible from the eleventh century.? 

Excepting the occasional depiction of the emperor next to an edifice shown from 
the exterior, the tendency to surround the emperor with architectonic elements 
prevails. He is often shown under an arch, attached to a facade and meant to be an 
extension of it (e.g., on fols. 105v bottom, 113r, 113v top, 148v top, 154v top; Figs. 
238, 258-259, 370, 388). The building opens in the direction of the emperor and 
encloses him in it. The emperor is frequently depicted in front of a blue background 
(e.g., fol. 106r; Fig. 239). This method is applied not only to define a location, i.e., to 
denote that the emperor is inside a building, but it also intends to emphasise the 
figure of the emperor by isolating it.4 In the Bayeux Tapestry, one finds parallels for 
this palace representation, consisting of a facade and an arch framing the emperor.5 
The buildings on fols. 144v bottom and 180r (Figs. 356, 452) depict the emperor 
under a half-arch. This element has parallels in western art. It appears, for instance, 
on fol. 13v of the codex 924 in Tours, in the Bibliothéque Municipale (Fig. 593).8 

Palaces are more frequently rendered by an architectonic setting with an arcade 
attached to the facade (e.g., fols. 116r bottom, 116v, 132r; Figs. 268-270, 316) or 
flanked by two architectural parts, seen from the outside (e.g., fols. 105v top, 124v, 
158r; Figs. 237, 290, 399). The arcade plays the most important role and constitutes 
the scaffold of the construction in this type of architectural representation. The 
buildings are seen in section, allowing views into the interior of the building. This 
device of eliminating the exterior walls, traceable back to Antiquity, was frequently 
applied in the Romanesque period ." The background is neutral in most of the cases, 
occasionally golden (e.g., fol. 157r bottom; Fig. 396) or blue (e.g., fol. 111r; Fig. 253). 





! EGGENBERGER, Psalterium Aureum, figs. 5, 6, 11. 

? OROFINO and CAVALLO, Exultet, 249ff. 

3 On this manuscript, see P. BOHIGAS, La ilustración y la decoración del libro manuscrito 
en Cataluña, vol. | (período románico), Barcelona 1960, 68-77. Neuss has convincingly rejected 
the provenance of the codex from Farfa in Italy and assigned it to the monastery of Santa Maria 
de Ripoll: NEUSS, Katalanische Bibelillustration, 16-29. 

* On the long tradition of the symbolical function of the arch, see SMITH, Architectural 
Symbolism, 30 ff. 

5 GRAPE, Bayeux, fig. 120. However, the king is more often depicted under a wide arch, 
flanked on both sides by facades; see GRAPE, Bayeux, fig. p. 91. This type is also found in the 
thirteenth-century Alexander Romance codex in Leipzig, which, as already noted, is based on a 
South Italian model; KIRSCH, Das Buch von Alexander, fig. p. 92. 

$ CAHN, Manuscripts, fig. 20. The codex was probably produced in Normandy. 

7? LAMPL, Architectural Representation, 11. 
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The roof is often topped with tower-like constructions, domed or with a pediment, as 
well as crenellations, rhombic towers and geometrical elements (e.g., on fols. 109r 
top, 110r top, 118r, 131r top; Figs. 246, 249, 272, 312). Gold-coloured doors with 
various decorative patterns appear regularly in these kinds of constructions. A 
characteristic feature is the depiction of window shutters which spring laterally from 
the edifice in an attempt to suggest depth. On the facade, simple or double bow- 
windows appear. 

Despite the relatively simple architectonic form of palaces, the most salient 
feature of which is the arcade, there are also more intricate constructions, like the 
two-storied palace depicted on fol. 120r (Fig. 278). Two arcades are superimposed, 
and a third one, as tall as the other two together, is added to the left. The Petrus de 
Ebulo codex also shows arcade-constructions attached to a facade, e.g., on fols. 
105r and 113r.1 The main difference between these and the Skylitzes examples is 
that the arcades in the Ebulo codex represent a part of a city. They include several 
superimposed scenes. However, common architectonic elements, such as the 
rhombi between the arches, lend strength to the assumption that the painters of the 
two manuscripts used similar models.? Because of the different format and 
arrangement of the miniatures in the Petrus de Ebulo codex, the city depictions 
frequently cover the entire folio. The individual architectonic elements are, however, 
comparable and again indicate the use of similar models. This is especially true for 
the miniature in the Ebulo codex, fol. 116r, in which the argument between the 
Empress Constance and the people is depicted.? It is one of the three consecutive 
scenes illustrating this event; the other two appear on fols. 115r and 117r. These 
miniatures have been compared to the thematically relevant miniatures in the 
Matritensis, fols. 220r, 220v top and bottom, illustrating the argument between the 
Empress Zoé and the citizens of Constantinople (Figs. 522-524).4 A comparison 
between fol. 116r of the Petrus de Ebulo Codex and fol. 220v bottom of the Skylitzes 
is instructive. Both palaces from which the empresses address the people have a 
ground floor with arcades; access to the upper Story is by a plank or a staircase; the 
roof is topped by domes. Evidently, similar pictorial sources were used, which can be 
also traced to other monuments. The same form of a staircase next to an arcade 
appears in Sessa Aurunca, in an Apostle scene in the archivolt sculpture of the 
Cathedral (thirteenth century).5 Sessa Aurunca and the Ebulo miniature correspond 
well in their depictions of architecture, even though no upper floor is visible in the 
Cathedral. Georgen thought this type of architecture, traceable back to Late 
Antiquity, belongs to a South Italian tradition and was spread all over from South 
Italy. However, this type appears earlier in the Bayeux Tapestry, in the scene 





1 KOLZER-STAHLI, Petrus de Ebulo, figs. on pp. 75 and 107. 

?^ Compare Ebulo Codex, fol. 113r (KOLZER-STAHLI, Petrus de Ebulo, fig. p. 107) to 
Skylitzes fol. 183v (Fig. 459). 

3 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 118. 

4 GEORGEN, Peter von Eboli, 65-67. 

° A.M. VILLUCI, Sessa Aurunca, Storia ed arte, Marinna di Minturno (LT) 1995, fig. p. 60; 
see also D. GLASS, The Archivolt Sculpture at Sessa Aurunca, Art Bulletin 52 (1970), 119-131. 
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showing Harold's drinking-bout.! The wide use of this schema is confirmed by similar 
depictions in Arabic book illumination, such as the depiction of a caravanserai in the 
codex arab. 3929 of the National Library in Paris, fol. 177r (ca. 1240 A.D.).? 

In addition to the arcade structures, the painter B5 uses another palace form that 
follows the same framing principle. In the palace depictions, the interior of the edifice 
is divided by pillars which do not support arches or architraves (fol. 219v top; Fig. 
520). In a few cases, no division of the interior is indicated (fol. 174r; Fig. 438). The 
background is as a rule blue. The figures are placed next to each other in rectangular 
fields; a special, separate field is reserved for the emperor. This mode of architectural 
representation is similar to that seen in a few miniatures painted by the Byzantine 
artists of the manuscript. A comparison of fol. 174r and fol. 23v (Figs. 438, 42), for 
example, suggests, despite the slight differences, a single model for both painters. 
Especially the fact that painter B5 accentuates the figure of the emperor with a 
pediment, and not with the usual arch, lends credence to this assumption. 

A few architectural representations by painter B5 were created with a lot of 
fantasy (e.g., fols. 159r top, 196r; Figs. 401, 468). His depictions, like the edifice on 
fol. 199v top (Fig. 474), possibly the most interesting and peculiar illustration of the 
entire codex, betray a strong Arabic influence. The fusion of architectural elements 
with the throne is characteristic of this painter.3 

Painter's B4 depiction on fol. 145r bottom is also an imaginative creation (Fig. 
358). The edifice is supposed to depict the Golden Gate of Constantinople. It is a 
building seen from the outside with a gate to the left and an arcade on top. The 
capitals on the columns have the form of lion heads, a common decoration in 
Romanesque art. 


Churches and other sacral buildings 


These are rendered, like the palaces, either as edifices seen from the exterior, or as 
arcaded buildings combining interior and exterior views. 

Among the churches of the first type, there is a form appearing three times; it is 
painted by the artist B5. On fols. 158v and 220v bottom (Figs. 400, 524), it is used to 
render the St. Sophia church, while on fol. 219r top, the same type depicts the Holy 
Apostles church (Fig. 518). Fol. 220v shows a building with a triple entrance; each 
gate has a pediment. Above the middle gate, which is taller than the side ones, rises 
a nave with a double bow-window; a tower with a cupola protrudes behind it. A 
weather cock with a cross tops the cupola. This is a western element and appears 
only in the architectural depictions on the folios mentioned in this paragraph. The 
edifice includes features popular in Romanesque architecture of the twelfth and 





1 GRAPE, Bayeux, fig. p. 94. 

? GRABAR, Maqámát, Mikrofiche 6 A1. m 

? This phenomenon is widely spread in the Paleologan period and in Arabic painting of the 
thirteenth century; see VELMANS, Le róle du décor, 209-210. 
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thirteenth centuries, like the vertical aspect of the edifice, the tower and the Cupola.1 
A pictorial parallel could not be found. The illustrator was probably inspired by real 
churches of his time. 

There is another schema of representation, which is also connected with a certain 
illustrator. The Holy Apostles church on fol. 106v is rendered as a two-storied central 
building, topped by a small cupola (Fig. 240). On fol. 155v, the same church has the 
form of a rectangular building with an apse to the right and a narthex to the left (Fig 
391). This type recurs with slight variations on fol. 156v (Fig. 394). | 

A fanciful depiction of the St. Sophia church by the painter B4 is seen on fol. 144r 
bottom (Fig. 354). This illustrator is distinguishable from his colleagues by the clarity 
of his depictions. The church in this miniature is shown in side view and has a door to 
the left and a belfry. The belfry clearly shows western influences.? The decoration, 
the colours and the rope-like frame of the individual parts of the church recall 
Mozarabic art. The form of the columns and arches of this church matches the 
twelfth-century Mozarabic Bible of Avila in the National Library of Madrid.? The 
architectural representation on fol. 145r top (Fig. 357) may be compared to a 
depiction in the mapa mundi, in the Beatus Apocalypse of the Cathedral of Burgo de 
Osma (painted in 1086 A.D.).4 Not only the form of the edifice, but also the decorative 
patterns are similar. 

Arcaded structures are found not only in palaces, but also in churches and other 
kinds of edifices (e.g., on fols. 107r top and bottom, 138r, 206v bottom; Figs. 241, 
242, 333, 490). The church depicted, recognisable as a basilica in section, can be 
distinguished from the palace depictions especially in the miniatures by the painter 
B3 and B5; it has a lower apse, usually with a cross on the top, which is added to one 
side of the building and is seen from the exterior (e.g., on fols. 145v top and middle, 
146r, 152r, 198v; Figs. 359, 360, 362, 384, 472). A small arcade in the interior of the 
church is also seen on fol. 115v top, supposedly depicting the prtatwpiov of St. 
Sophia (Fig. 265). In some cases, a narthex is included (fols. 145v top and middle, 
146r; Figs. 359, 360, 362). Other features of churches are the rarely seen dome and 
an arch in the middle of the church or before the apse. In most cases, however, the 
church consists only of an arcade and an apse (e.g., on fols. 112r bottom, 114v 
bottom; Figs. 256, 263). The buildings thus resemble porticos. Small domed 
elements occasionally appear on top of them. Furniture, like the ambo, the altar, and 
the lamps hanging from the ceiling are also elements which embellish the depictions 
of churches. This simple articulation of the architectural representations, consisting 


1 On the Romanesque architecture in general, see K.J. CONANT, Carolingian and 
Romanesque Architecture 800 to 1200, Harmondsworth 1959; H. BUSCH - B. LOHSE (eds.), 
Baukunst der Romanik in Europa, Frankfurt a. M. 1959; H.E. KUBACH, Architektur der 
Romanik, Stuttgart 1974; E. FERNIE, Romanesque Architecture: Design, Meaning and 
Metrology, London 1995. On the architecture of the Norman period, see CASSATA- 
CONSTANTINO-SANTORO, Romanisches Sizilien. 

? See on this GRABAR-MANOUSSACAS, Skylitzés, 160. 

3 BORDONA, Buchmalerei, pl. 51b. 

^ BORDONA, Buchmalerei, pl. 37a. 
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only of an arcade, is almost exclusively used for churches and rarely for palaces, e.g. 
on fols. 117r and 136r middle (Figs. 270, 327). 

The depiction of arcaded constructions can be traced back to Late Antiquity. The 
miniature on fol. 112r bottom, in which an arcade renders a baptistery, is indicative of 
the pictorial sources used. The outline of the roof is zigzagged. We can see how the 
late antique illusionistic background architecture is here transformed for the portrayal 
of a mediaeval building. The edifice is the geometrical development of an octagon. 
The origin of this scheme can be ultimately traced in the ancient scenae frons, but 
the medieval transformation is so advanced that a direct borrowing from late antique 
pictures is unthinkable. 

The church depictions in the Matritensis correspond well to those in the Exultet 
Rolls. Closer in the articulation of architectonic forms is the Exultet Roll in Troia from 
the second half of the twelfth century (Fig. 576). In the illustration of the Mater 
Ecclesia and the lecture of the Exultet, the church is rendered as a basilica in section 
with an arcade and a fagade to the right. The sanctuary is rendered as a baldachin. 
In the Exultet Roll from Montecassino in London, dated to the end of the eleventh 
century, we even find the small arcade in the interior of the church under the ambo 
on which the priest stands.? 


Cities and fortresses 


The depictions of cities and fortresses are based on a simple, rectangular 
construction decorated with various designs (e.g., on fol. 97r top and bottom; Figs. 
217, 218). The walls end in crenellations, which are sporadically translated as 
ornaments; small towers of various heights and forms protrude above the walls (fol. 
99v bottom; Fig. 223). In some cases, the exterior includes arcades (fols. 97v, 106v; 
Figs. 219, 240). In rendering these architectonic forms, the artists do not indicate 
depth. Similar representations are found in the Petrus de Ebulo codex, e.g., on fol. 
109r, on which the siege of Naples is portrayed? (Fig. 571). The Skylitzes miniature 
on fol. 106v (Fig. 240) is similar to a depiction in codex Par. lat. 14516, fol. 240r, from 
the third quarter of the twelfth century (Fig. 597).* More often, however, the city has a 
round form and is painted in bird's eye-view in a conventional attempt to denote 
depth. The crenellations of the wall are a characteristic of this architectural form. 
Towers flank the walls and various buildings are visible in the city (e.g., on fol. 121r 
top; Fig. 280). The gate is positioned on one side of the construction; the several 
golden arches around the walls have a rather decorative character (e.g., on fol. 127r 
top; Fig. 298). An arcade is also seen, e.g., on fol. 140r. Polygonal fortresses only 
rarely appear; they are found exclusively in the miniatures by painter B5 (fols. 164r 


! Archivio Capitolare, Exultet 3; OROFINO and CAVALLO, Exultet, 423 ff. 

? London, British Library Add. 30337; OROFINO and CAVALLO, Exultet, 249ff. 

3 KOLZER-STAHLI, Petrus de Ebulo, fig. p. 91. This schema has precursors in Late 
Antiquity; see also SMITH, Architectural Symbolism, fig. 37. 

^ CAHN, Manuscripts, no. 87, fig. 215. 


348 CHAPTER FIVE 


bottom, 165r top, 180r; Figs. 414, 416, 452). They are Simple hexagons or rhombic 
Structures, known in the East and the West since Late Antiquity; they are mainly 


found in cartography and coinage. This type appears frequently with slight alterations 
in western art.’ 


The decoration of the buildings painted by the western artists of the Matritensis is 
much richer than that of the Byzantine ones. Painter B1 portrays tendril patterns, 
arabesques, crosses, simple lines and wavy lines suggesting roof tiles. A few 
Ornaments are very common in Byzantine art, like the crenellated lozenges, which 
appear in many variations in the codex (e.g., on fols. 107r bottom, 156r top: Figs. 
242, 392).2 In the miniatures by painter B5, one can distinguish very thin red tendril 
motives in the golden background of the architecture (e.g., on fol. 159r bottom; Fig. 
402). The combination of a golden background with tendril patterns or arabesques is 
typical for Romanesque book illumination of the second half of the twelfth century.3 
They also appear as decoration on buildings in the Alexander Romance in Leipzig^ 
(Fig. 572) and in the codex Jurid 27 of the Niedersächsische Staats- und 
Universitátsbibliothek in Góttingen, fol. 217r.5 Striking similarities to the Skylitzes 
western miniatures, not only in form but also in the colourful depiction of the 
buildings, are also seen in two thirteenth-century manuscripts in the Vatican, the New 
Testaments Vat. lat. 39 and Vat. Chigi A. IV. 74.6 

The ornamentation of painter B4 differs enormously from that of all the other 
painters. His drawing is very careful and clear. His buildings are embellished with 
Stars and crosses, checked patterns, circles etc. 


In the architectural forms of the western group, an attempt to emphasise the central 
figure is apparent, resulting in an altered appearance of the buildings. In many 
arcaded complexes, an arch in the middle or on one side of the edifice is larger, so 
that one has the impression that the edifice indicates a concrete architectonic type 
(e.g., on fols. 129 top and bottom, 130v, 139v, 146r; Figs. 306, 307, 311, 338, 362). 
Whether the illustrators intended to render a concrete architectonic type, e.g., domed 
basilicas, is questionable. These church types came about more or less accidentally 


CSS PR eR ERE IR AREE 

1 E.g., a depiction in the Corpus Agrimensorum, Wolfenbüttel, Cod. Arcer. 36. 23A, fol. 56v. 
A coin of Augustus may serve as an example: SMITH, Architectural Symbolism, fig. 12. Early 
Medieval parallels can be found for the first time in the Utrecht Psalter (Utrecht, University 
Library, Ms. 32, second quarter of the ninth century). On this manuscript, see S. DUFRENNE, 
Les illustrations du psautier d'Utrecht. Sources et apport carolingien, Paris 1978; The Utrecht 
Psalter in Medieval Art. Picturing the Psalms of David, ed. by K. van der Horst, W. Noel and 
W.C.M. Wüstefeld, 1996. 

? On this pattern, see H.BELTING - R.NAUMANN, Die Euphemia-Kirche am Hippodrom zu 
Istanbul und ihre Fresken, Berlin 1966, 159-160, with examples and literature; see also 
DEMUS, Norman Sicily, fig. 73b. 

3 Several examples are found in MAZAL, Romanik. 

^ KIRSCH, Das Buch von Alexander, figs. on pp. 92, 205. 

? M. MEYER, Die Handschriften in Göttingen, vol. 1, New York 1980, 313 ff, fig. p. 151. 

6 ELEEN, Acts Illustration, figs. 1, 2. 
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due to the use of the arcade as a device to emphasise a figure in churches in 
section. In other words, the placement of a taller arch within a building depends most 
of the time on the place of the emperor or the patriarch, the main figures of a scene, 
whose presence decisively affect the form of the building.! As the miniatures on fols. 
129r bottom and 128v top prove (Figs. 307, 304), a higher arch above a prominent 
figure does not necessarily imply a vaulted building. In these two examples, the roof 
is level and has no dome. 

Another example of this type can be seen on fol. 198r (Fig. 471). A small arch is 
seen above the figure bending over the lying emperor. The arch follows his contour; it 
has no architectonic function. The architecture itself has no tectonic logic; its single 
members are related to the figures and reflect their movements. The example of this 
miniature sheds light on the production process of the miniatures. The figures were 
apparently drawn first, and then the architectonic settings were adapted to them. This 
transformation of the architectural representations, which takes into account the 
position of the figures, appears more often in sectional representations of long 
edifices with arcades. The combination of portraying a basilica in section and framing 
the scenes and accentuating its protagonists also deprives the edifices of a realistic 
appearance. 

Like in the Byzantine miniatures of the Matritensis, the figures are associated with 
the architecture in various ways. Architectural elements appearing next to the 
emperor, for instance, have codified meanings and serve to frame him. The second 
possibility occurs more frequently and clearly than in the Byzantine examples, and 
can be better observed in the elongated architectural representations. In most of the 
cases, the scenes are portrayed entirely in the interior of an edifice and develop with 
a single visual plane, as is usual in Romanesque book illumination of the twelfth 
century.? As a rule, there is no serious attempt to indicate space or depth. The figures 
have a flat appearance and the miniatures, consisting of a scene with an architectural 
frame, are equal to the parchment surface. Even when the figures cross the ground 
line of the architecture, they do not seem to stand on a clear foreground, but remain 
committed to an absolute flatness (fol. 125r bottom; Fig. 292). Application of different 
perspectives and colours serves as a conventional device used to indicate depth. 
The door and window shutters shown obliquely in the sides of an edifice have the 
same function. 

The architectural representations in section usually contain one scene, which 
develops inside the edifice. In a few cases, the columns function as a device to 
separate the various figure groups, as on fol. 114v bottom (Fig. 263): each group 





! E.g., fol. 128v top; the same phenomenon can be observed in the Petrus de Ebulo codex, 
fol. 135r (KOLZER-STAHLI, Petrus de Ebulo, fig. p. 195), on which the palace chapel is 
depicted in section; it is a rectangular, long building with towers on the roof. The two apostles to 
the right, based on the mosaics of the Cappella Palatina in Palermo, are placed under an arch. 
The arch is not only an indication of the form of the chapel, but also accentuates the figure 
under it. 

? See on this GRAPE, Grenzprobleme, 121. 
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occupies a field of its own, defined and limited by columns. This arrangement recalls 
the Early Christian columnar Sarcophagi.! 


The comparison between the Byzantine and the western architectural 
representations of the codex has shown that there are both great differences and 
striking similarities in their use of iconographical motifs. The form of the Byzantine 
representations varies between simple architectural units (pediment, domed edifices, 
baldachin-like Structures) and long settings, resulting either from the geometrical 
development of the buildings or from the accumulation of simple units. They enclose 
and frame entire scenes. A pediment is also used to accentuate the main figure of a 
scene. The dominating element in the western architectural representations is, on the 
contrary, the arcade. It constitutes the scaffold of the buildings, defines the 
appearance of the place in which an action takes place, and has a framing and 
exalting function. In the miniatures of this group we have also observed that certain 
representations were only painted by certain artists. 

The architectural representations of the manuscript can be assigned to concrete 
traditions. The Byzantine painters use a Byzantine repertory, while the western 
painters use arcaded structures. The elongated arcaded representations imply 
basilicas. This is true above all for the representation of churches. The Romanesque 
churches are for the most part (apart from a few regional variations and deviations) 
basilicas. Additionally, arcades are the main feature of Romanesque architecture, in 
the interior as well as on the exterior of a building. This means that the western 
architectural representations of this kind are in agreement with the contemporary 
practices and forms of their environment. 

The similarities between the two groups should also be noted. A few architectonic 
forms and decorative patterns are common in both groups. Apart from a few attempts 
to indicate space in a conventional manner, the architecture is flat and the spatial 
relations unreal in the entire codex. The long buildings in both groups include figures 
in the same plane as the architectural elements. The buildings are not accurate in a 
topographic or realistic sense. The principle of exchangeability underlies the 
depictions of both groups. The same form can be used to render a palace or a 
church. This makes the classification of the buildings difficult. 

A further common feature is the role of the architecture as a framing element. 
Frame architectures belong to the standard repertory of the western painters. In the 
Byzantine part of the codex, they appear comparatively rarely. The relation between 
figures and architecture is in this case identical. Since in the Byzantine art of the 
twelfth century the portrayal of figures on the same plane as the buildings is not 
common, it is possible that the Byzantine architectural representations of the codex 
exhibiting this spatial conception have been influenced by the western art. 





1 E.g., the Junius Bassus sarcophagus in St. Peter, Gtrotte Vaticanae (359 A.D.); W.F. 
DEICHMANN (ed.), Repertorium der christlich-antiken Sarkophage, vol. |, Wiesbaden 1967, 43 
ff., no. 45. 
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The western group of illustrators shows architectural elements influenced by Arabic 
art and architecture. In the Byzantine miniatures, this influence can be only observed 
in the form of the baldachin-like structures 


SCENES OF DAILY LIFE 


A large number of the miniatures examined supply information about daily life in the 
Middle Ages. Battle scenes, for example, enrich our knowledge of warfare with their 
depictions of weapons, armour, and war tactics and techniques. Numerous scenes 
show daily life in the royal court. The use of stereotypical formulae, however, reduces 
the value of this evidence; one must critically study them in order to determine their 
historical authenticity.’ In the following chapter, scenes of daily life which depict rare 
subjects will be studied. The costume of courtiers and secondary figures will also be 
examined.? 


MUSICIANS 


The Byzantine Group 


On fol. 78v, four musicians are depicted (Fig. 192). The first one holds a stringed 
instrument, the second a flute, the third raises two cymbals and the fourth plays a 
psaltery. The peculiar headdress of the musicians implies the parody of the liturgy 
mentioned in the relevant text of Skylitzes. 

Musical instruments from this time are only fragmentarily preserved. Beginning in 
the ninth century, portrayal in book illuminations allows us to follow the development 
of musical instruments. The Psalter illustrations are especially revealing in this 





1 On the problem of the value of the sources of daily life, see G. JARITZ, Mittelalterliche 
Realienkunde: Quellenbestand und Quelleninterpretation, Die Erforschung von Alltag und 
Sachkultur des Mittelalters (Veróffentlichungen des Instituts für mittelalterliche Realienkunde 
Osterreichs 6 = Sb. Ak. Wien, phil. hist. Klasse, 433), Vienna 1984, 33-38. 

? On Byzantine daily life, see the detailed study of KOUKOULES, Bios. This work, 
unfortunately, does not classify the evidence chronologically. Customs of the post-Byzantine era 
are frequently used as evidence for the Byzantine epoch; see also P. CHARANIS, Some 
Aspects of Daily Life in Byzantium, The Greek Orthodox Theological Review VIII (1962-1963), 
93-70; T.T. RICE, Everyday Life in Byzantium, London - New York 1967; H. HUNGER, 
Alltagsleben und materielle Kultur in Byzanz, XVI. Internationaler Byzantinistenkongref. Akten 
l/Beiheft, Vienna 1981, 2.2; idem Alltag in Byzanz. Bilder aus dem Codex Matritensis des 
Johannes Skylitzes. Philia 1996, 5-13; C. MANGO, Daily Life in Byzantium, JOB 31 (1981), 
337-353; J. HALDON, Everyday Life in Byzantium: Some Problems of Approach, Byzantine and 
Modern Greek Studies 10 (1987), 51-72. Among the numerous studies on western daily life, 
see: R. DELORT, La vie au moyen áge, Lausanne - Paris 1982; H.-W. GOETZ, Leben im 
Mittelalter, Munich 1986, with extensive bibliography. 
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regard.’ The A-harp or A-psaltery is known from numerous representations of David 
In the Skylitzes miniature, the rarer form of the triangle appears? A very similar 
representation is found in the Psalter Vat. gr. 752, which contains several depictions 
of music instruments. On fol. 449v, eight musicians are depicted, surrounded by 
dancing women.? One of them holds a A-psaltery, nearly identical to that Seen in the 
Skylitzes miniature. On fol. 5r of the same codex, a man holds two cymbals 
resembling those in the Skylitzes miniature.4 A representation in the twelfth-century 
Homilies of Gregory Nanzianenus, Panteleimonos 6, fol. 162v, can also be compared 
with the cymbals in the Matritensis.5 

A similar flute is depicted in the Theodore Psalter (London, British Library, Add. 
19352), fol. 72r.6 The Bristol Psalter (London, British Library, Add. 40731) shows in 
the David scene of the frontispiece (fol. 7v) a flute and a stringed instrument similar 
to those in the Skylitzes miniature, although the stringed instrument is difficult to 
classify due to its inaccurate drawing.’ Similar stringed instruments frequently appear 
among the Arabic paintings on the ceiling of the Cappella Palatina in Palermo 8 

Another instrument which appears in the Byzantine miniatures is a long trumpet 
decorated with pseudo-cuphic designs. On fols. 10v, 29v and 44r top, trumpet 


players participate in ceremonies (Figs. 3, 57, 98). The form of these trumpets is well- 
known in Byzantine art. 


The Western Group 


In the representation of the entrance of Nikephoros Phokas into Constantinople on 
fol. 145r bottom, a group of musicians is shown receiving him (Fig. 358). One of them 
plays a harp, another a tambour and three more blow trumpets. Parallels for all these 
kinds of instruments are found, for instance, in the twelfth-century codex Par. lat. 
2508, produced in Italy; it contains commentaries to the Psalms. In the introductory 
image on fol. o' (II), David and other figures are depicted holding a triangular harp.? 
Its form is identical to that in the Skylitzes miniature. The tambour held by another 
figure is also similar to that of our miniature. This instrument hangs from the neck. 


SS € 


1 SEEBASS, Musikdarstellung. The ninth-century Utrecht Psalter is the earliest significant 
pictorial source for music instruments and a document of great importance for the history of 
music; see also T. SEEBASS, Kunst- en muziekhistorische Bijdragen tot de bestudering van het 
Utrechts Psalterium, Utrecht 1973, 9-30. 

? SEEBASS, Musikdarstellung, 51-52, lists Byzantine and western monuments in which this 
instrument appears. 

3 DE WALD, Vat. gr. 752, pl. LIV. On this manuscript, see also |. KALAVREZOU, N. 
TRAHOULIA, S. SABAR, Critique of the Emperor in the Vatican Psalter gr. 752, DOP 47 (1993), 
195-219. 

^ DE WALD, Vat. gr. 752, pi. VI. 

5 ATHOS TREASURES Il, fig. 311. 

$ DER NERSESSIAN, Psautiers, fig. 116. 

7 DUFRENNE, Psautiers, pl. 47. 

8 MONNERET DE VILLARD, Cappella Palatina, figs. 206, 214, 216 etc. 

9 SEEBASS, Musikdarstellung, pl. 105. 
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The wind-instruments are shorter in the Paris manuscript. Those of the Skylitzes 
miniature belong to a type used for ceremonial or liturgical music.1 They recall the 
instruments held by the /nstrumental angels? These straight trumpets in the form of a 
tuba are less common than the usual horn.? Good equivalents for the tambour and 
the trumpets are also found in the Petrus de Ebulo codex. On fol. 102r, depicting the 
triumphal procession of Tancred, one can see several men holding cymbals, 
tambours and trumpets.^ The two miniatures are similar not only in the representation 
of the instruments, but also in the depiction of the subject. 


In the two miniatures examined above, the forms of the psalteries and the cymbals 
are similar, they appear in Byzantium and the West. The trumpets follow a different 
iconography, while the stringed instrument resembling a guitar are seen in Byzantine 
and Arabic art. The illustrators seem to have used different models. The Byzantine 
artist is less accurate in his drawing; his stringed instrument is unrealistic. 

The representation of musical instruments is important not only because it allows 
a glimpse of medieval daily life, but also because of its value to music historians. We 
cannot, however, verify the correctness of their form, nor can we confirm their use in 
the way shown in the miniatures for that time. We can only state that they are 
depicted according to accepted schemata found in contemporaneous pictorial media. 


MASONS 


Masons at work are depicted only in the western part of the codex. On fol. 141v top, 
the erection of the palace of Romanos | is depicted, during which the masons found a 
marble oxen head (Fig. 343). Four workers are represented digging with axes. To the 
right, several masons are shown at work. Two of them hold trowels and lay bricks. 
Five more workers carry bricks and hand them over to the bricklayers. All of them 
wear short tunics. 

None of the known representations of building activities resemble those in the 
Skylitzes miniature,» but isolated elements frequently appear in western art and can 
be compared to those seen in the Skylitzes miniature. In the eleventh-century Bible 
of Noailles (Par. lat. 6 t III), fol. 89v, the masons are also depicted carrying and laying 





! MUNROW, Instruments, 19. 

? On the appearance and diffusion of the instrumental angel, see R. HAMMERSTEIN, Die 
Musik der Engel. Untersuchungen zur Musikanschauung des Mittelalters, Munich 1962. A 
characteristic example of this kind of representation is found, e.g., in a Psalter in the National 
Library of Naples, Ms. V A 14: MUNROW, Instruments; fig. on p. 7. 

3 F. BEHN, Musikleben im Altertum und frühen Mittelalter, Stuttgart 1954, 168. 

* KOLZER-STÀHLI, Petrus de Ebulo, fig. p. 63. 

> See the detailed study by BINDING-NUSSBAUM, Baubetrieb, with literature and a list of 
monuments in which this kind of representations appear. 
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bricks.’ The temple erected here also has a double arcade in the lower part. Although 
this scene is richer in figures and activities than the Skylitzes miniature, it still gives 
us an idea of the model which inspired the illustrator of the Matritensis. 

The miniature on fol. 144v bottom depicts the destruction of the houses of 
Nikephoros Phokas' opponents (Fig. 356). The illustrator used motifs from building 
activities to render this subject. A man stands on a ladder and strikes the first of two 
buildings with an axe. At the top of each house, a man with an axe destroys the roof. 
some elements of this depiction appear frequently in representation of the 
construction of the Tower of Babel. The closest parallel to the Skylitzes miniature is 
found in the Berlin Hamilton Psalter, fol. 49r.2 A man stands in the tower while 
another climbs a ladder carrying materials. A third figure is shown standing in the 
tower working with an axe. The twelfth-century depiction of the same subject in 
Monreale shows a similar man with a hammer.? In both images a man stands on a 


ladder leaning against the building. Analogous pictures could have inspired the 
painter of the Skylitzes codex. 


AGRICULTURAL LABOUR 


A representation of this subject is seen on fol. 82v, illustrating an episode of the 
legend about Basileios | (Fig. 201). The scene to the left depicts Basileios' parents in 
the field. Three men are seen mowing with sickles. 

Representations of agricultural labour are found in illustrated month-cycles. In 
Byzantium, a few of these cycles have been preserved, consisting either of 
allegorical figures or of narrative representations of the labours of the different 
months.^ The iconography of these representations is very reduced. The months 
July or August, e.g., are usually represented as a young man holding a sheaf of grain 
and a scythe.5 





1 BINDING-NUSSBAUM, Baubetrieb, cat. no. 15; see also J. LE GOFF, Kultur des 
europáischen Mittelalters, Frankfurt a.M. - Vienna - Zürich, 1972, fig. 99. 

? W. AUGUSTYN, Der lateinische Hamilton Psalter im Berliner Kupferstichkabinett (78 A 9), 
Hildesheim and Zürich 1996, 196-198, fig. 64. 

3 DEMUS, Norman Sicily, 259, fig. 102. 

^ STRZYGOWSKI, Monatszyklen; G. GALAVARIS, Jahreszeiten - Monate, Kalender, RbK 
lil, 510-519; J.C. WEBSTER, The Labors of the Months in Antique and Mediaeval Art to the End 
of the Twelfth Century, New York 1970?; see also S. EPPERLEIN, Der Bauer im Bild des 
Mittelalters, Leipzig 1975 with rich pictorial documentation. The moths-cycles have an especially 
long tradition in the West and were frequently represented. On the different development of the 
illustration of this subject in East and West, see STERN, Représentations des mois. The labour 
depictions in the calendar illustration is similar; see A. RIEGL, Die mittelalterliche 
Kalenderillustration, Mitteilungen des Instituts für österreichische Geschichtsforschung X 
(1889), 1-74; H. STERN, Le calendier de 354. Étude sur son texte et ses illustrations, Paris 
1953. 

5 STERN, Représentations des mois, figs. 14, 15; STRZYGOWSKI, Monatszyklen, figs. 2,3. 
In the Tetraevangelion Marc. gr. 540, the personifications of the different months are inserted 
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Apart from the month cycles, representations of agricultural labours appear in various 
Byzantine manuscripts. Stern has demonstrated that the scenes in the eleventh- 
century codex Vat. gr. 394, fol. 12v, are also based on month cycles.! Similar 
representations are spread in Psalter illustrations and other book categories. A scene 
in the London Psalter Add. 19352, fol. 170r, is quite similar to our miniature.2 


BATH HOUSES 


Two miniatures of the Skylitzes codex, a Byzantine and a western one, illustrate 
events which take place inside or in front of a bathhouse. On fol. 206v top, the death 
of Emperor Romanos Ill in the palace baths is depicted (Fig. 489). The bath is 
rendered as a long building with a lower entrance hall, both are painted in section. 
The tiled roof and the annex to the right are seen from the exterior. The main building 
consists of an arched hall with a swimming pool and a small arched construction in 
the lower left corner. A decorated door is seen above the latter (compare, e.g., to 
fols. 136r top, 153v, 205r top; Figs. 327, 386, 487). The small arcade is a frequently 
appearing feature in the architectural representations of this painter. It normally 
represents a storey, but in this case it suggests the Aypocaust, i.e., the place where 
heat was produced for the baths. The Aypocaust was in the basement; the heat was 
transported to the upper stories through a pipe system hidden in the walls.3 

The bathhouse depiction of the Skylitzes miniature has no parallel. The éuBaaic, 
as the inscription on the miniature characterises it, or the koAuuigOpa, as the text of 
Skylitzes calls it, i.e., a large pool in which guests could also swim, is rendered as a 
rectangular, transparent bathtub inside the arched hall. This accurately represents 
the appearance of Byzantine baths at that time. The illustrator was certainly inspired 
by baths from his environment, but to which extent his painting represents a concrete 
edifice, cannot be ascertained. 

On fol. 78r bottom, a scene develops in front of a bathhouse (Fig. 191). The 
bathhouse is seen from the exterior and rendered as a domed building with thin 
columns, resembling a baldachin with a rectangular extension. The roof has a cross 


between the capitals and the architrave of the canon tables; see STERN, Représentations des 
mois, fig. 16; on this manuscript, see also Il. FURLAN, Codici greci illustrati della Biblioteca 
Marciana Il, Padova 1979, 13-18; 

1 STERN, Représentations des mois, 180-181; see also MARTIN, John Climacus, 53-56, 
fig. 73. : 

? DER NERSESSIAN, Psautiers, fig. 27. 

? On the construction of Byzantine baths, see KOUKOULES, Bios, vol. IV, 419-467; A. 
LUMPE, Zur Kulturgeschichte des Bades in der byzantinischen Ara, ByzForsch 6 (1979), 151- 
166; H. HUNGER, Zum Badewesen in byzantinischen Klóstern. Klósterliche Sachkultur des 
Spátmittelalters (Veróffentlichungen des Instituts für mittelalterliche Realienkunde Osterreichs, 
3. Sb. Ak. Wien, phil. hist. Klasse 367), Vienna 1980, 353-364; A. BERGER, Das Bad in der 
byzantinischen Zeit (Miscellanea Byzantina Monacensia, 27), Munich 1982 with further 
literature. 
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on top. A woman is depicted in front of the bathhouse, holding her son on her 
shoulders and a large vessel in one hand. Michael III is depicted on horseback in the 
centre, while a group of soldiers is seen to the right. The representation of this 
bathhouse is similar to depictions of other buildings and doesn't add very much to our 
knowledge. A similar building is seen on fol. 22r, representing the patriarchate (Fig. 
38). It is interesting, though, to observe how the bathhouse-scene is constructed. An 
all-purpose, non-specific architecture was chosen. The emperor riding with a group of 
horsemen is also a common depiction in the codex. The visual feature of men riding 
in opposite directions is applied by nearly every painter and seems to be a device 
used to accelerate the narration.! The depiction of the woman with the child is also 
found in other miniatures, e.g., in the Exodus scene painted in the eleventh-century 
Octateuch Vat. gr. 746, fol. 186r:2 two women are depicted carrying their children on 
their shoulders; the woman on the left additionally holds a small round basket, while 
the woman on the right holds another child by the hand. This motif, frequently seen in 
representations of the Crossing of the Red Sea, is found as early as the tenth- 
century in the Psalter Par. gr. 139 and in all relevant representations in the 
Octateuchs.? Thus the Skylitzes miniature exhibits a series of pictorial elements that 
appear not only in the other miniatures of the Skylitzes manuscript, but also in other 
codices, where they are found in compositions illustrating a different subject matter. 


THE SIAMESE TWINS 


On fol. 131r bottom, a rare medical representation is shown (Fig. 314). The miniature 
shows two Siamese twins joined to each other at the back. The right one holds a 
staff, while the left one is dead, with hand and head hanging down. Four surgeons 
wearing white bonnets are depicted in two groups. The doctor in the foreground 
holds a knife. In the background, one surgeon places his hand between the twins' 
heads to show where the incision should begin, and the other holds a knife as if he is 
about to separate the twins. The costume of the doctors, who elsewhere are clad as 
philosophers,^ is identical to that of court dignitaries. The white bonnet cannot be 
considered a costume unique to doctors, because it is also worn by several other 
figures. 


1 E.g., fols. 117r, 144v bottom and 219r bottom. 

? H. BELTING, Byzantine Art among Greeks and Latins in Southern Italy, DOP 28 (1974), 
fig. 25. 

3 LOWDEN, Octateuchs, figs. 133-137. 

^ O. HOLL, Arzt, in LCI 1, 190. There is no specific costume for doctors. They often wear 
headdresses, but not always. In the Petrus de Ebulo codex, fols. 110r and 112r, e.g., they wear 
tunics but no headdresses: KOLZER-STAHLI, Petrus de Ebulo, figs. on pp. 95, 103. 
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This scene has no parallels. Representations of Siamese twins, on the contrary, are 
already found in Archaic art.! Siamese twins are depicted on a bronze fibula in the 
National Museum of Athens. They are, however, joined at the side and not at their 
back? The Skylitzes miniatures on fol. 131r are the earliest known medieval 
representations of Siamese twins. Another depiction, dating from the thirteenth 
century, is found in Codex H. I. 15 in Escorial and illustrates a passage from the 
Lapidario del Rey de Alfonso X? The depiction of the operation of Siamese twins is 


unique.* The painter may have used one of the numerous anatomical depictions 
preserved in the West.° 


A TEACHING SCENE 


The miniature on fol. 134r illustrates a teaching scene in the time of Konstantinos VII 
(Fig. 321). In a long chamber, several students are shown seated at a table; three of 
them wear white bonnets. Open books are arranged on the table. One student holds 


1 See the study by V. DASEN, Les jumeaux siamois dans l'Antiquité classique: du mythe au 
phénoméne de foire, La revue du patricien 52 (2002), 9-12 with literature. | am very obliged to 
Mrs. Dasen for sending me a copy of her article. 

2 [bid , fig. 1. 

3 MACKINNEY, Medical lllustrations, no. 58.2. On this miniature, see also P. LAIN 
ENTRALGO (ed. Historia universal de la medicina, vol. 3, Barcelona, 1972, 326. 
Representations of Siamese twins are found in the following fourteenth-century manuscripts: 
Baltimore, Maryland, Art Gallery, MS 140, fol. 86v (MACKINNEY, Medical Illustrations, no. 3.2); 
Cambridge, England, Corpus Christi College, MS 194 (1. 4), fols. 55 and 66 (MACKINNEY, 
Medical Illustrations, no. 24.2). All other examples cannot be dated beyond the fifteenth century. 
The earliest depiction in a Byzantine codex is found in the representation of the Zodiacs in Par. 
gr. 2419, fol. 1 (fifteenth century), in which the twins illustrate the Gemini; see M.-J.IMBAULT- 
HUART, La médecine au moyen áge à travers les manuscrits de la Bibliothéque Nationale, 
Paris 1983, no. 15. On the medical interpretation of the zodiac signs, see H. BOBER, The 
Zodiacal Miniatures of the Trés Riches Heures of the Duke of Berry. Its Source and Meaning: 
Journal of the Warburg and Courtauld Institutes XI (1948), 1-34. 

^ For an examination of this miniature from a medical point of view, see G.E. 
PENTOGALOS and J.G. LASCARATOS, A surgical Operation performed on Siamese Twins 
during the Tenth Century in Byzantium, Bulletin of the History of Medicine 58 (1984), 99-102; 
M.S. GEROULANOS, F. JAGGI, J. WYDLER, M. LACHAT, M. CAKMAKCI, Thoracopagus 
symmetricus. Zur Trennung von siamesischen Zwillingen im 10. Jahrhundert n. Chr. durch 
byzantinische Atzte, Gesnerus 50 (1993), 179-200. | 

5 Compared to Byzantium, the West has preserved far more medical illustrations; See the 
detailed study by MACKINNEY, Medical Illustrations, with a list of manuscripts in which this kind 
of representations appear; see also R. HERRLINGER, Geschichte der medizinischen 
Abbildung, Munich 1967; H. SCHADEWALDT, Kunst und Medizin, Cologne 1967; eadem, 
Betrachtungen der Medizin in der bildenden Kunst, Cologne 1990; MURRAY JONES, Medieval 
Medicine. Although there are more monuments in the West, the earliest medical representations 
are from Byzantium. An autopsy, dating from the end of the eleventh century, is found in the 
Paris codex Coislin 239, fol. 122r; see S.G. WOLF-HEIDEGGER - A.M. CETTO, Die 
anatomische Sektion in bildlicher Darstellung, Basel 1967, 123-124, fig. 1; on the existence of 
illustrated medical treatises in Byzantium, see WEITZMANN, Mythology, 65-66. 
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a book, and all of them are paying attention to a teacher, who raises his hand at the 
head of the table. To the right, two teachers wearing red headgear teach a group of 
students standing in front of them. These students also wear white bonnets and hold 
open books. 

Teaching scenes are frequently found in western art of High Middle Ages, 
especially in medical manuscripts. Such scenes can be compared to our miniature. In 
the Magister in Cathedra, the teacher is shown seated in a hall, surrounded by 
Students.’ A similar scene has been preserved in the Codex 1382 of the Biblioteca 
Casanatense, Rome (ca. 1300 A.D.), containing the Chirurgia of Rolando da Parma. 
On fol. 3r, Rolando is shown seated on the left-hand side inside a building in side- 
view. He reads from a book in front of a group of students.? The location of the scene 
inside a building and the arrangement of the teacher and his students are mirrored by 
a fourteenth-century miniature in Par. lat. 14731, fol. 2r (ca. 1320 A.D.).3 The 
miniature exhibits a spatial conception in accordance with the conventions of the 
Trecento. The basic scheme of the miniature, however, is similar to that found in the 
Skylitzes miniature. 


THE JOURNEY OF DANIELIS 


The upper miniature of fol. 102r illustrates the journey of Danielis from Patras to 
Constantinople (Fig. 229). The woman sits in a sedan-chair carried by eight men, 
four on each side. The sedan-chair has the form of a four-legged bed, on which a 
cloth is spread. A group of men observes the scene. 

The sedan-chair resembles the beds of the same painter and is even decorated 
with a similar pattern (cf. fol. 116r bottom; Fig. 268). The addition of four bars 
transforms the bed into a sedan-chair.4 The portrayal of a cloth spread on it is 
historically accurate. The Ark of the Covenant is recalled by the triangular 
construction above the bed, the bars, the way the sedan-chair is carried, and the 
conventional perspective in which the bed is depicted.5 The composition of our 
miniature also resembles one showing the Levites carrying the Ark in the so-called 
Pantheon Bible, Vat. lat. 12958, fol. 60v, from ca. 1125-30 A.D.6 


1 F. DEUCHLER, Magister in Kathedra. Lehrer und Schüler im Mittelalter. 
Schülerfestausgabe für Herbert von Einem, Bonn 1965, 63-69. This iconography derives from 
representations showing Christ preaching or Christ as teacher. 

? MURRAY JONES, Medieval Medicine, 21, fig. 10. 

3 MURRAY JONES, Medieval Medicine, no. 33. 

4 On the form of such sedan-chairs, see KOUKOULES, Bios, vol. Il, 81-81 and 179 with 
source references. 

5 On the iconography of the Ark of the Covenant, see P. BLOCH, Bundeslade, in LCI 1, 
341-343 and fig. in col. 342, reproducing the transportation of the Ark in the Cosmas 
Indicopleustes manuscript in Florence (Laur. Plut. 1X.28, ca. 1010 A.D.). 

6 CAHN, Bibel, fig. 105, cat. no. 134. 
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HIPPODROME SCENES 
The Byzantine Group 


The miniatures on fols. 55r and 55v top illustrate an episode from the reign of 
Theophilos in the Hippodrome of Constantinople (Figs. 129-131). An Arab 
demonstrates his equestrian abilities. The first miniature depicts him riding while 
holding a long spear in each hand. The second miniature illustrates the discussion 
between the emperor and Theodoros Krateros, who did not think much of the 
demonstration. Fol. 55v top then depicts the fight between Krateros and the Arab. 
Krateros pursues him and throws him from his horse with his lance. 

These three scenes are characterised by a conventional representation of the 
Hippodrome: the kathisma, from which the emperor observes the spectacle, is seen 
to the left and a construction for the spectators to the right.! The kathisma on fols. 55r 
top and 55v top has the form of a rectangular edifice with a pediment. The upper part 
of the body of the emperor is visible. A carpet is hanging from the opening of the 
kathisma. The spectators are standing within a square construction topped by a 
series of rounded boxes. 

The kathisma, the imperial box of the Hippodrome, was situated on the east side 
of the Hippodrome and connected to the Great Palace to the Southeast of the 
Hippodrome.¢ The earliest preserved depiction of the kathisma can be seen on the 
well known base of the Theodosius obelisk (ca. 390 A.D.).° It is a kind of balcony with 
a separate structure in the middle, bordered by columns. 

A few hippodrome scenes are found in the twelfth-century paintings in the towers 
of the St. Sophia church in Kiev; they show some similarities to the Skylitzes 
miniatures. The paintings depict performances and events like hunting scenes, duels, 
musicians and dancers. Another painting shows an emperor sitting in a loggia, 
accompanied by two figures.4 On the tribunes and from the windows of a four-storied 
building, several dignitaries observe the spectacle. The spectator's stands in the Kiev 
painting resemble those seen in the Skylitzes miniatures. 


eee 


' On the Hippodrome in Constantinople, see E. MAMBOURY and TH. WIEGAND, Die 
Kaiserpalaste zwischen Hippodrome und Marmara-Meer, Berlin 1934; On the ceremonies which 
took place there, see De CERIMONIIS (V), vol. 2,2, 114 ff. 

? On the Great Palace of Constantinople, see MAMBOURY-WIEGAND, Kaiserpaláste (see 
above, note 3); G. BRETT, G. MARTINY, R. STEVENSON, The Great Palace of the Byzantine 
Emperors, Oxford 1947; D.T. RICE, The Great Palace of the Byzantine Emperors, Second 
Report, Edinburgh 1958; MÜLLER-WIENER, Bildlexikon, 64 ff. and 225 ff. On the position of the 
kathisma, see also C. MANGO, The Palace of the Boukoleon, Cah. Arch. 45 (1997), 46-47. 

? G. BRUNS, Der Obelisk und seine Basis auf dem Hippodrom zu Konstantinopel, Berlin 
1935. 

^ LOGWYN, Sophienkathedrale, fig. 252; see also GRABAR, L'empereur, 71-74; WESSEL, 
Kaiserbild, 812. 
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The Western Group 


The miniature on fol. 141r illustrates an episode which took place in the Hippodrome 
of Constantinople under Romanos || (Fig. 342). Philoraios is depicted Standing on a 
horse and juggling a sword at the same time. He is flanked by spectators sitting in 
the row seats of the Hippodrome, the notables to the right and the common people to 
the left. The stairs to the left are built upon a low arcade. Romanos II and the 
empress are shown in the kath/sma to the right. 

A similar representation of the Hippodrome is found on fol. 154v bottom (Fig. 
389). The miniature depicts a military demonstration, ordered by Emperor 
Nikephoros Phokas to frighten the spectators. Two soldiers attack each other with 
swords. The spectators are arranged as in the previous miniature in two groups. The 
stairs on which they sit are part of tower-like edifices. The emperor is seen to the 
right seated in the upper row. 

No parallels could be found for these depictions. It is improbable that a common 
pictorial source was used by the Byzantine and the western painters, since the 
emperor in the western miniatures, despite his prominent position, is not isolated in 
his kathisma. On the other hand, the depiction of stairs for the spectators is more 
historically accurate than the box-like structures painted by the Byzantine artist. 


COSTUMES 


The following study concerns the costume of all figures depicted in the manuscript, 
except for the imperial and the military ones which have been examined above.! 


DIGNITARIES 


The Byzantine Group 


The Byzantine dignitaries are clad in blue or red girdled tunics, with golden borders at 
the bottom (e.g., on fols. 14v, 26v bottom; Figs. 15, 51). The sleeves are frequently 
embellished with segmenta with pseudo-cufic letters. The dignitaries occasionally 
wear mantles over their tunics, buttoned at the side or over the chest. On fol. 42v, the 
garments of the senators and dignitaries are richer than usual (Fig. 93). A few of 
them wear mantles with fab/a. 

The dignitaries often wear a white bonnet (e.g., fol. 12v; Fig. 8) and occasionally 
a pointed white hat (e.g., fol. 10v; Fig. 3). The former is the skaranikon, worn by 


1 On the methodological problems related to the study of costumes, see G. JARITZ, 
Mittelalterliche Realienkunde und Fragen von Terminologie und Typologie, (Terminologie und 
Typologie mittelalterlichen Sachgüter: das Beispiel der Kleidung. Veróffentlichungen des 
Instituts für mittelalterliche Realienkunde Osterreichs, 10 = Sitzungsberichte der Osterr. 
Akademie der Wissenschaften, phil. hist. KI. 511), Vienna 1988, 7-20. 
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several categories of people, e.g., the TIPWTOVOTAPIOS on fol. 22r (Fig. 38), the 
singers on fol. 23r top (Fig. 40), the quaestor on fol. 24v top (Fig. 44), the eparch on 
fol. 43r (Fig. 94), the senators on fol. 61v top (Fig. 149), but also by the ambassadors 
on fol. 28v top (Fig. 54). In a few cases, the dignitaries appear with hairy red 
headgear (e.g., fol. 45r bottom; Fig. 102). 

Parallels for the costumes of the dignitaries can be found in works of Byzantine 
book illumination. In the Homilies of St. John Chrysostom in Paris, Coislin 79, fol. 2r, 
from the second half of the eleventh century for example, four dignitaries flank the 
emperor. Two of them are dressed in mantles decorated with fab/ia, two of them 
wear white skaranika, while the other two have red headgear.! The skaranikon 
appears more frequently in the twelfth century.? Good parallels of it can be found, 
e.g., in the Homilies of Gregory of Nazianzus Sinait. gr. 339, fol. 73v, from the middle 
of the twelfth century, where it is worn by tax collectors.3 The pointed white headgear 
is also present in some examples, but is rare. It is found in the twelfth-century Codex 
Sinait. gr. 418, fol. 162v, worn by a wealthy man surrounded by beggars,^ and in the 
Epithalamion Vat. gr. 1851, fol. 2v, dating from the end of the twelfth century.5 

The costume of the eparch on fol. 43r top is of great interest, for, as Oikonomides 
has shown, its depiction is in accordance with the descriptions found in written 
sources? (Fig. 94). The eparch is seen twice, once standing before the emperor and 
again on horseback. He is clad in a white tunic, over which he wears a red loros 
decorated with circles and hearts. He also bears a white skaranikon. 

The depiction of the eparch's costume is not unique in Byzantine art. The eparch 
frequently appears in this costume in the illustrated Homilies of Gregory of 
Nazianzus./ This costume, together with other evidence, led Oikonomides to the 
conclusion that the Skylitzes Matritensis was produced in Constantinople. He claimed 





1 SPATHARAKIS, Portrait, 107-118, fig. 71. On Byzantine costumes see E. PILTZ, 
Costume, with bibliography. This book should be used with caution; the description of some 
garments does not correspond to the examples cited by the author and reproduced in this 
study; cf., e.g., p. 60 and fig. 11. See also the review by M. Detoraki and C. Morrison in BZ 90 
(1997), 467-468. 

? MORAN, Singers, 51-58; he claimed that this type of headdress appeared after the middle 
of the twelfth century. This headdress is, however, sporadically found in earlier representations, 
as we have seen above. 

3 WEITZMANN - GALAVARIS, Sinai, fig. 478. 

“MARTIN, John Climacus, fig. 196. PILTZ, Costume, 53 and note 189, mistakenly classified 
this type of headgear under the general category of the turban, indicating an oriental influence, 
and dated it to the Paleologan period. 

5 SPATHARAKIS, Portrait, 210-230, fig. 161. 

$ OIKONOMIDES, Eparch. PILTZ, Costume, 23, mentioned that the Pseudo-Codinos 
description of the costume of the eparch differs from that of earlier sources. Pseudo-Codinos, 
however, stated that in his times the office of the eparchos no longer existed: PS.-CODINOS, 
178, 10-11. 

7 E.g., Athos, Panteleimon Cod. 6, fols. 134v, 135r, 140r (11th-12th century): GALAVARIS, 
Homilies, figs. 153 and 157; Paris, Coislin 239, fols. 100v, 105r, 100v, 101v, 104v (11th 
century): /bid., figs. 160, 222, 223, 224, 225, 227. All these miniatures illustrate scenes from the 
Life of St. Basil; see jbid., 127-130. 
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that the detailed rendering of the costume can only be explained if one presupposed 
that it was copied from life in the milieu in which it was worn. His conclusion 
however, is correct only for the archetype and not for the Matritensis, which is a Copy. 


The Western Group 


In most cases the dignitaries are clad in long tunics and mantles buttoned at the side. 
The tunic is frequently decorated with golden bands at the collar and hem (e.g., on 
fol. 106r; Fig. 239), and occasionally is open at the front (fols. 171v, 180r, 219v top: 
Figs. 430, 452, 520). The colours of the costume vary according to the painter. A 
characteristic of the costume by painter B5 is the richly pleated white undershirt 
visible below the tunic. An exceptional costume, worn by the escort of the emperor 
on fol. 158v, consists of a short girdled tunic and white trousers (Fig. 400). Instead of 
the customary boots, the men wear flat shoes. 

The courtiers sport white headgear (e.g., on fols. 102r bottom, 110v bottom, 116r 
bottom; Figs. 230, 252, 268) and occasionally red (e.g., on fols. 123r top, 123v top, 
128r top; Figs. 285, 287, 302), as seen in the Byzantine miniatures. Only the hats by 
painter B5, whose figures are rarely without headgear, are rendered in various 
colours and frequently have a small tassel. The dignitaries, like the emperor and the 
clerics, are depicted by painter B5 with a white piece of cloth around their hands 
(e.g., on fol. 185r bottom; Fig. 463). 

The costumes of the dignitaries are apparently inspired by the Byzantine 
depictions. There are, however, also miniatures in which the painters seem to 
reproduce western garments.! The representation of the eparch on fol. 219v top (Fig. 
220), e.g., differs fundamentally from that of the Byzantine painter (fol. 43r top; Fig. 
94). The eparch is also depicted twice here, once to the left before the emperor and 
again on horseback. His costume is identical in the two scenes, but the colours differ; 
he is clad in a short tunic and a long mantle reaching his feet, wears narrow trousers 
and has a round headdress. 

The costume of the parakoimomenos loseph Bringas on fol. 143v is exceptional 
(Fig. 352). He is clad in a light blue shirt and wide pink trousers. This costume seems 
to have been inspired by the Arab world. 


! There is a vast bibliography on western costume, while the studies on Byzantine costume 
are few in number and rather unsystematic. Only a selective bibliography is given here: F. 
BOUCHER, A History of Costume in the West, London 1967; L. RITGEN, Die hófische Tracht 
der Isle de France in der 1. Hálfte des 13. Jhs (Waffen- und Kostümkunde 4), 1962, 8-24, 87- 
111; M. BEAULIEU, Le costume antique et médiéval (Que sais-je, no. 501), Paris 1961; LEVI 
PISETZSKY, Costume; N.B. HARTE - K.G. POINTING (eds.), Cloth and Clothing in medieval 
Europe, Essays in memory of Professor E.M. Carus-Wilson, London 1983. Some of these 
studies contain information on Byzantine costume. 
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SECONDARY FIGURES 


Ambassadors are shown either in long or short tunics in both miniature groups (cf. 
fol. 18v top to fol. 117v; Figs. 26, 271). As a rule, the short tunic is part of the 
costume of figures who do not belong to the higher class. In the Byzantine 
miniatures, the figures clad in short tunics can be executioners (fols. 28v bottom, 43v 
top, 50r top; Figs. 55, 96, 116), field workers (fol. 82v; Fig. 201) or simple citizens (fol. 
22v; Fig. 39). The short tunic is girded at the waist and is coloured and decorated 
similarly to the long tunic. The secondary figures occasionally wear narrow trousers 
and black boots. On fol. 50r top (Fig. 116), the feet of the executioner are wrapped 
with bands. Parallels for this can be frequently found in Byzantine book illumination, 
like in the Nativity scene of the so-called Phokas Lectionary on Mount Athos, Lavra, 
Skevophylakion, fol. 114v (twelfth century).1 

In the western miniatures, the secondary figures are also clad in short tunics, for 
example, the lower courtiers on fol. 124v (Fig. 290), the masons on fol. 141v top (Fig. 
343), and the captives on fol. 129v bottom (Fig. 309). Sometimes they also wear 
mantles and narrow trousers or high boots, as is customary in western art.? The tunic 
is undecorated and the colours change with the painter. 

The white bonnet, clearly inspired by the Byzantine skaranikon, is also worn by 
secondary figures in the western miniatures, like the captives and the executioners 
on fol. 126v top (Fig 296). The same headdress is worn by the students in the 
teaching scene on fol. 134r (Fig. 321), the doctors on fol. 131r bottom (Fig. 314), and 
even the guards on fol. 128v bottom (Fig. 305). This headdress is not associated with 
a particular social or class standing in the western miniatures, but is arbitrarily 
applied; it seems to have a decorative rather than an attributive function. The same 
holds true for the red hairy headdresses: they are seen on persons of all social 
groups. They are worn by courtiers, envoys, executioners and even by Bulgarians 
and the Byzantine emperor. This is true for both miniature groups. The Byzantine 
painters depict helmsmen (fol. 44r top; Fig. 98), courtiers (fol. 45r bottom; Fig. 102), 
and guards (fol. 55r top; Fig. 129) wearing this headdress. 


FEMALE COSTUMES 


In the Byzantine miniatures, women wear long tunics and a kerchief. They also wear 
mantles frequently. On fols. 17r and 57v top, the sleeves of the tunic are very wide 
(Figs. 22, 137). An exact parallel is found in the Menologion Esphigmenou 14, fol. 
415v.3 The unmarried women do not wear a kerchief and their hair is styled very 





! ATHOS TREASURES, Ill, fig. 7. 

? See for instance the costume of the executioner in the scene of the martyrdom of St. 
Vincenzo in Galliano (eleventh century); LEVI PISETZKY, Costume, fig. 84. 

3 ATHOS TREASURES, II, fig. 401. 
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simply (fol. 27v; Fig. 52). The dress of Danielis on fol. 85r consists of a red mantle, 
bordered with gold and buttoned at the chest (Fig. 206). The white tunic is so long 
that it covers the feet. Her kerchief is decorated with a plaid pattern. The painter 
denotes her high status with this costume. 

The women in the western miniatures are depicted in a similar manner to the 
Byzantine ones. They are also clad in long tunics, mantle and kerchiefs (e.g., fol. 
208r; Fig. 493). 


THE COSTUMES OF THE FOREIGNERS 


The Arabs are distinguished in the Byzantine miniatures by their turbans. They are 
richly pleated and occasionally cover the neck. Good parallels are found in the Codex 
Iberon 463.! The Arabs are clad in long tunics with segmenta on the sleeves, much 
like the Byzantine dignitaries. A more realistic depiction of an Arab appears, e.g., on 
fol. 47v top (Fig. 108): the Arab to the left is clad in a striped tunic and turban. 

The western painters depict Arabs in long tunics, mantles and turbans, the form 
of which differ from those of the Byzantine miniatures: They cover the entire head 
(e.g., on fol. 212v; Fig. 502, 503). 

The painters of the Skylitzes Matritensis do not generally attempt to distinguish 
among the various nations by means of their costumes. The Bulgarians, for example, 
are clad like the Byzantines in the Byzantine miniatures. Bulgarians are only 
occasionally identified by their dotted trousers (fol. 82r top; Fig. 199). In the western 
miniatures, they are clad in short tunics, mantles, narrow red trousers and boots, i.e., 
like the other secondary figures of this painter. They wear hairy red headdresses 
(e.g., on fol. 216r; Fig. 511). The Serbs on fol. 96r are rendered in a similar manner, 
but without headdresses (Fig. 216). 

Persians and Franks only appear in the Byzantine part of the codex. The 
Persians wear a specific hat. It is small, rectangular, and has a round top (fol. 53r; 
Fig. 125). The Franks are also distinguished from the other figures by their 
headdresses. They wear flat, pointed hats with folds and a small tassel on top (fol. 
61r bottom; Fig. 148). 


CLERICAL COSTUMES 


The Byzantine Group 

The costumes of the patriarch and the bishops correspond to the Byzantine tradition 
and consist of the sficharion (a tunic), the phelonion (a mantle) and the omophorion, 
worn around the shoulders over the mantle and decorated with crosses; the lower 
part of the ep/trachel/on is occasionally visible under the phelonion (e.g., fols. 28v 


! ATHOS TREASURES, Il, figs. 62, 63 etc. On the Arabic costume, see M. LOMBARD, Les 
textiles dans le monde musulman Vlle-XIle siècle (Civilisations et Sociétés 61), Paris 1978. See 
also V. CHRISTIDES, Pre-islamic Arabs in Byzantine Illuminations, Le Muséon 83 (1970), 167- 
181; Christides mainly examined Menologia and concluded that the Arabs are only 
distinguished by their turban. 
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top, 33r; Figs. 54, 66).! The polystavrion phelonion, decorated with crosses, appears 
only twice? (fols. 63v top, 66r top; Figs. 155, 162). The colours vary. The sticharion 
appears in gradations of blue (fol. 13v bottom; Fig. 12), red (fol. 21r bottom; Fig. 35), 
brown (fol. 53v; Fig. 126) or green (fol. 66v top; Fig. 164). The same is true for the 
phelonion, but most of the time it is white. The epitrachelion is golden and decorated 
with various patterns. An additional attribute for bishops is the book they hold (fol. 
13v bottom; Fig. 12). 

The deacons are usually clad in white sticharia. The orarion, a narrow band 
hanging from the shoulders, is only occasionally seen (fol. 76r; Fig. 185). 

The monks' attire consists of a dark brown tunic and a black mantle. Rarely are 
the garments of a monk of a different colour (fol. 39v; Fig. 84). A black headdress 
completes their costume (fol. 28r; Fig. 53). 


The Western Group 


Nearly all the western painters depict the clerics in the same way as the Byzantine 
ones and clearly follow the Byzantine tradition. The colour range is wider and there is 
every possible colour combination of sticharion and phelonion. Unlike in the 
Byzantine depictions, the bishops are always portrayed wearing white hats, identical 
to the skaranika (e.g., fol. 114v bottom; Fig. 263). 

The painter B5, who as usual distinguishes himself from the other painters, 
depicts the patriarch in long tunics and long mantles in every possible colour 
combination. The patriarch also wears a white or red-brown headdress; below the 
tunic, an undershirt is frequently visible (fol. 184r top and bottom; Fig. 460). Like the 
other clerics, the patriarch wears flat shoes. The omophorion and the epitrachelion 
rarely appear in the attire of the patriarch by this painter (fol. 222r bottom; Fig. 527). 

The costumes of the monks and nuns are identical to those seen in the Byzantine 
miniatures. The ana/abos, a part of their attire, occasionally hangs at the front (fol. 
204r bottom; Fig. 485). The monks do not wear hats. 


In conclusion, the scenes of daily life are exceptional representations allowing a 
glimpse into medieval world. Although they illustrate unique events and rare subjects, 
they are in some cases composed of pictorial elements deriving from other pictorial 
contexts, among which religious themes play an important role. There are both 
differences and similarities between the Byzantine and the western iconography. The 
Byzantine influence on the costumes of the western painters is obvious. One point 
which deserves special mention is the familiarity with the Arabic world, particularly 


NOR 

' On the liturgical garments, see J. BRAUN, Die liturgische Gewandung im Orient und 
Occident, Freiburg i. Br. 1907; K. LÜBECK, Die liturgischen Gewánder der Griechen, Theologie 
und Glaube 4 (1912), 793-805; N. THIERRY, Le costume episcopal byzantin du IXe au Xllle 
Siécle d'aprés les peintures datées (miniatures, fresques), REB 24 (1966), 308-315; PAPAS, 
Studien. 

? The polystavrion is found in Byzantine art beginning in the eleventh century: PAPAS, 
Studien, 113, note 1. 
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evident in the western group of miniatures. It is a reflection of the environment in 
which the manuscript was produced and suggests that an Arab may have 
participated in the illustration of the codex. 


HISTORICAL REPRESENTATIONS 


It is not easy to give a definition of what a Aistorica/ representation is, above all 
because our modern conception of history cannot underlie the examination of the 
material studied here. An unreflected application of modern views should be avoided 
when thinking about the history of medieval art. The medieval chronicles are not 
considered to be historiography in the sense of today. The idea of historical distance 
was unknown in the Middle Ages.’ Medieval chronicles express the historical 
sentiment of their times and this should be considered when examining them. In this 
sense, every single illustration of a chronicle is a historical document. This is true 
especially for the Skylitzes Chronicle, because it does not belong to the World 
Chronicles, but treats a limited period of the history of the Byzantine empire and 
therefore has a purely profane character.? The painters of the Matritensis did not 
distinguish between historical and unhistorical events or scenes; there is no 
recognisable system according to which certain scenes, considered today to have 
been of greater historical importance, are depicted differently than others. 

If one wants to consider historical scenes in a narrow sense, one should restrict 
the material according to the following criteria: first of all, the event depicted has to be 
historical. Secondly, the extent to which the images render a historical event 
realistically should be considered. The question could also be posed the other way 
round, to which extent the miniatures have an historical value? 

If we apply the first criterion to a series of miniatures of the Skylitzes Matritensis 
in order to test their historicity, we will quickly conclude that they are not historical at 
all. For example, fol. 10v does not depict a coronation which actually took place in 
this way. The same is true for the representative scenes of the codex. They have a 
timeless, codified meaning and do not illustrate concrete historical events. As we 
saw, the architectural representations should also be excluded from the category of 
historical representations. These are only a few examples of the kind of miniatures 
which cannot be considered historical. Their common denominator is their timeless 
representative formulation. These scenes are many in number. It remains to examine 


! The change to a consciousness of time did not occur before the age of early Humanism in 
Italy; see on this F. GRAUS, Lebendige Vergangenheit, Cologne 1975, 25. The understanding 
of history in the chronicles deserves more attention. 

? The World Chronicles, like the Bulgarian Manasses Chronicle or the numerous western 
illustrated chronicles, combine biblical, Roman and medieval history in one book and could 
satisfy every need of the reader, from spiritual edification to knightly heroic deeds. 
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how the rest of the miniatures translate the historical information given in the text into 
images. 

In the illustration of Early Christian Old Testament texts, like the Vienna Genesis 
or the Ashburnham Pentateuch, Grabar distinguished between Aistorica/ and 
religious scenes.' The first category consists of narrative images which present a 
visual equivalent to the text and show a close relation to it. These images do not 
attempt to comment or interpret the text. The religious images, on the other hand, 
have a specific religious function and are image-signs. Their iconography is more or 
less reduced. The physical distance of the picture from the text, as well deviation in 
content, are indicators for such an interpretative function, according to Grabar. 

In the case of the Skylitzes Matritensis, one can make the Same observations up 
to a certain point. There are official, timeless pictures, like coronation or battle 
scenes, which follow a standard repertory, and unique representations, like the 
Greek fire or the death of Romanos Il in the imperial baths. But the deviating 
miniatures are here not always an indicative of an interpretative function or an image- 
sign in Grabar’s sense. For example, the raising on a shield of Leon Tornikios is a 
historical event, although not explicitly mentioned by Skylitzes. Unhistorical, on the 
other hand, is the coronation of the co-emperor by the patriarch, instead by the main 
emperor, judging from the evidence. | doubt whether an interpretative intention is 
hidden behind this way of representation. The influence of the iconography plays the 
most important role here. 

To render the historical events mentioned in the text, the painters used an 
iconography deriving partially from imperial imagery, and partially from religious art. 
For the scenes for which no such models were available, because the events were 
mentioned only in the Skylitzes text or because there was no extant pictorial tradition, 
the painters used thematically related motives available in other pictorial cycles, and 
adjusted them to the demands of the text. These images are considered to be ad hoc 
creations of the painters, that is, they are representations of a certain subject, 
depicted for the first time in this manner; however, this does not mean that they were 
created without models at all. Grabar has described this process lucidly by examining 
a few miniatures which can be considered ‘original’.2 We shall add a few examples of 
what can be considered historical scenes, to point out the two tendencies which 
govern the illustration of the manuscript, that is, the use of established schemata and 
the creation of origina/images. 

The miniature on fol. 68v depicts the baptism of the Bulgarian ruler Boris, which 
took place in 864 A.D. (Fig. 170) In front of an edifice, Boris is represented standing 
in a round font. His body is visible from the waist up and his arms are crossed in front 
of his chest. A bishop stands to the left and places his hand upon Boris' head. A 
figure wearing a tunic attends the ceremony, while another spreads a towel. The 
painter used a common schema to render this historical event: a baptism, available in 
several depictions. An exact parallel for the central group is found in the Barlaam and 


Se a a 
"A. GRABAR, Christian Iconography, A Study of its Origins, Princeton, N.J. 1980, 87 ff. 
? GRABAR-MANOUSSACAS, Skylitzès, 155-158, 165-166. 


368 CHAPTER FIVE 


loasaph Codex Iberon 463, fol. 118r.1 Even the decoration of the towel, held as in our 
miniature by a figure to the right, is identical. The composition of the Skylitzes 
miniature is developed to a narrative scene through the addition of secondary figures 
and an architectonic setting in the background. 

On fol. 145r bottom, another historical event is depicted, the entrance of 
Nikephoros Phokas into Constantinople in 963 A.D. (Fig. 358). He is mounted and 
accompanied by two horsemen. A group of musicians welcomes him. The fanciful 
structure to the right is supposed to depict the Golden Gate. We have already stated 
that this structure does not correspond to the historical reality. The miniature is 
unique in that no other depictions of this historical event are known. The miniature is 
composed according to contemporary iconographic schemata and contains 
unhistorical elements, like the architecture. That is, this scene is not immediately 
recognisable as the adventus of Nikephoros Phokas. 

This process can be observed for each scene and motif and leads to the 
conclusion that the historical scenes are formed in the same way as the narrative 
ones in religious manuscripts, that is, they are similar in nature to the Ajstorica/ 
scenes of Grabar. It is a process which also characterises western illustration of 
chronicles and bibles.? 

The second question we posed, concerning the historicity of the miniatures, is 
already partially answered. The examples of architectural representations have 
shown that the painters did not render the Byzantine monuments, like the St. Sophia 
church, in a correct, realistic manner. This is characteristic of all the painters of the 
Skylitzes Matritensis and constitutes another well-known convention of medieval art. 
The portrayal of architecture does not intend to specify a certain location. 
Anachronism in the rendering of realia and their adjustment to the contemporaneous 
milieu are conventions which characterise medieval book illumination. In other words, 
the historicity of the miniatures is decreased through the use of standard formulae 
and motifs deriving from various pictorial contexts. 

The contemporaneous reality, however, occasionally finds its way in the 
Illustrations of the Skylitzes Matritensis. The best example for this is the depiction of 
the siege-engine, an innovation of the middle of the twelfth century, which lets the 
miniature appear up to date. The special treatment of the Arabs and their 
appearance even in scenes in which they do not actually belong also indicate the 
time and place in which the manuscript was produced. 


1 ATHOS TREASURES, Il, fig. 118. 

? R. HAUSSHERR, Zur Darstellung zeitgenóssischer Wirklichkeit und Geschichte in der 
Bible Moralisée und in Illustrationen von Geschichtsschreibung im 13. Jh., in: Il medio oriente e 
l'occidente nell'arte del XIII secolo, ed. by H. Belting (= Atti del XXIV Congresso Internazionale 
di Storia dell'Arte, Bologna 1979, vol. 2), Bologna 1982, 211-217. 
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CONCLUSION 


In the illustrations of the Skylitzes Matritensis, highly clashing forms meet together. In 
the course of this examination we could distinguish between two main pictorial 
traditions which have affected the iconography of the miniatures. The Byzantine 
tradition underlies the miniatures painted in Byzantine style. The miniatures of the 
western group, on the other hand, rely mainly upon western iconographic tradition. 

The boundaries between Byzantine and western modes of representation are, 
however, not sharp. In many cases, we have discovered common features and 
contacts. The miniatures of the western group frequently reveal Byzantine formulae 
beside those belonging to the western repertory. Additionally, both miniature groups 
show traces of Arabic influence. This is manifested in the Byzantine group in the 
appearance of some architectural elements, like the baldachin-like constructions. The 
Arabic influence is more obvious in the western group. Not only the architectural 
representations, but also the depictions of Arabs (rulers, soldiers, etc.) show a 
familiarity with the Arabic world, which suggests that one of the illustrators may have 
been an Arab. 

The iconography changes not only from group to group, but also from painter to 
painter. This conclusion has be reached after dividing the miniatures into thematic 
categories, which allowed us to study how a certain theme or motif was rendered by 
every single painter. The constant use of favourite forms and elements is one of the 
main characteristics of the western illustrators, and helps to distinguish them. Above 
all, the painter B5 tends to be more independent, but he also exhibits similarities to 
the other painters. 

The illustration of the Skylitzes Matritensis is mainly based on the use of 
stereotypical formulae. In general, the Byzantine compositions appear in frontal view, 
while the western ones are almost exclusively in side-view. The formulae used are 
basic types, and are applied to many subjects after slight modifications (e.g., the 
audience scenes). With this method, entire compositions can be adapted and formed 
again, and the same isolated motifs are added to a composition when necessary. 
The same group of figures appears in different scenes as secondary figures. With the 
aid of battle scenes, for example, hunting scenes were composed. The same group 
of horsemen has a different function in various scenes, and the same architectural 
types are used to render different buildings. From a basic stock of forms and motifs, 
the necessary elements are taken and used for a new composition. In this Way, new 
formulations of a subject are created, without the use of direct models; they reveal, 
when their components are analysed, that they are based on the combination of 
established, stereotypical formulae. 

The pictorial sources used for the rendering of the various subjects, cover a broad 
Spectrum of medieval book illumination. Both profane and religious illustrated 
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' Grabar named this process semi-iconographique, GRABAR-MANOUSSACAS, Skylitzès, 
135: 
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manuscripts were employed. For the depictions of the emperor, motifs available in 
profane and sacral art were borrowed. The consecration of the patriarch or the 
martyrdom scenes were based on the Bible or the Menologion. All these book 
categories share common pictorial material, which could be adapted to various 
contexts with slight modification. This repertoire of types was so widely spread that 
. We cannot reconstruct the specific contexts from which the forms were borrowed; the 

repertory of forms in chronicle and religious illustrations is identical and the same 
principles apply to their illustrations. 

The miniatures of the Skylitzes Matritensis were compared in the course of this 
iconographic examination to representations in certain closely related manuscripts. 
The Bulgarian Manasses Chronicle contains numerous parallels as regards the 
arrangement of the battle scenes. The Matritensis also has a few unusual 
iconographic types in common with the Tetraevangelion Par. gr. 74, which also 
exhibits the 'papyrus' illustration system. With regard to western book illumination, 
the close iconographic relation to the Petrus de Ebulo codex was often stressed. The 
Alexander Romance in Leipzig is closely related to the Matritensis in regards to its 
illustration system; the scenes are either directly painted onto the parchment or 
placed in similar interiors of buildings. The Orosius manuscripts also show 
iconographic affinities to the miniatures of the western group in the Matritensis. All 


these South Italian works are related to each other and use the same models as the 
Matritensis. 


The iconographic types cover a wide chronological range. Beside formulae, having a 
long tradition (e.g., imperial iconography), there are relatively new features, like the 
depiction of the po/ystavrion, which does not appear before the eleventh century. The 
form of the crown has antecedents in the eleventh century, but we also find crown 
forms which appear for the first time in the twelfth century. The western depictions of 
the emperor with crossed legs are also twelfth century features. The most 
contemporaneous motif of the codex is the depiction of the siege-engine, the earliest 
preserved of this type; it confirms once more the relation between the Matritensis and 
the Petrus de Ebulo codex (1195-1197 A.D.). 

The miniatures of the Skylitzes Matritensis combine elements from the Byzantine, 
western and Arabic pictorial traditions. The question arises: how can we interpret this 
combination, and what can this tell us about the production process of the codex? As 
the examination of the relation between text and image showed, the Skylitzes 
Matritensis is certainly a copy. For this reason, we can conclude that the majority of 
the miniatures were not invented ad hoc. The fact that the illustrators of the western 
group differ from the Byzantine ones not only in style but also in iconography can 
have two explanations: either this differentiation already existed in the model, or the 
model was homogeneous in style and iconography, but was freely copied by the 
various painters of the Matritensis, as Wilson proposed. 





! WILSON, The Madrid Scylitzes, 216-218. 
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Grabar emphasised that, although western and Arabic influences can be traced in 
the miniatures, the iconography suggests a Byzantine model; if one disregards the 
foreign additions to the miniatures, one can discern the Byzantine iconographic types 
on which the Matritensis was based.! He assumed that the model of the Matritensis 
was already infiltrated by these foreign elements.2 

The existence of a model, as suggested by Grabar, can neither be proved nor 
ruled out. Ševčenko noted that the existence of a model would mean that two richly 
illustrated Skylitzes manuscripts were produced in Sicily within a short period of time, 
without obvious reasons.? Grabar also postulated a Constantinopolitan archetype, 
from which the identical model of the Matritensis was freely copied in Sicily. | should 
like to remark that the assumption of such an identical model does not solve any 
problem, but only shifts it. It is logical, although purely theoretical, to assume that the 
Chronicle of Skylitzes was illustrated shortly after its appearance in Constantinople. 
The number of intermediate copies between the archetype and the Matritensis 
cannot, however, be determined. 

The painters mainly worked independently of one another. They fulfilled their task 
individually and frequently offered different solutions to the problems posed by the 
text. The fact that the illustrators of the western group employ Byzantine as well as 
western iconography and occasionally share the same types with the Byzantine 
painters suggests they had a Byzantine illustrated Skylitzes chronicle before their 
eyes. A number of scenes were taken from the model and rendered in a western 
style, e.g., the way the emperor sits on the throne, the placement of the scenes in 
arcaded architectural settings, etc. In other scenes, purely western elements, which 
obviously were not available in the model, were utilised, like the specific depictions of 
the siege engines. Many representations are tantamount to a paraphrasing of 
Byzantine models, a translation of Byzantine art into the artistic language of the 
western painters. The iconographical types common to the two groups of miniatures 
in the codex suggest a mutual influence between the Byzantine and western artists to 
a certain degree. | | 

The style of the miniatures, with a few exceptions, changes with the quires. This 
suggests that each painter was in principle allotted a certain number of quires. A 
possible working method of the artists seems to me the following: the first artist made 
a preliminary drawing* of a certain number of miniatures from the model! and started 





! GRABAR-MANOUSSACAS, Skylitzés, 132. 

? [bid., 187. 

3 SEVCENKO, Skylitzes, 125. | should like, however, to observe that there may be as many, 
or as few, obvious reasons for the production of two or more copies of a richly illuminated 
manuscript as for the production of only one copy. l 

s Te ie ade is eee visible in miniatures from which the paint bos 
e.g., on fols. 43v-44r (Figs. 96-99), painted by the Byzantine artist A1. It is known that t e eu 
in Byzantine miniatures flaked in general much easier than that in western miniatures. This 
phenomenon is also observable for the Matritensis. 
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painting them. The second artist followed the same procedure, and so did the other 
painters. By the time the first artist finished his first miniatures, the model was again 
available for more preliminary drawings or other kinds of consultation. This 
suggested working method of the artists is ideal for a fast completion of the codex, 
The evidence provided by the manuscript indicates that it was indeed produced 
within a comparatively short time, if not in haste: there are several errors in the 
miniatures, and the quires 11 and 25, in which space was reserved for miniatures, 
were left without decoration. Paint remnants visible on the first and last folios of 
certain quires, which come from the paint of the miniatures of the opposite folio (e.g., 
fols. 32v-33r, 48v-49r, 110v-111r, 142v-143r, 156v-157r), indicate that the Codex was 
bound before the paint could dry completely. 


The illustrations of the Matritensis reflect the Sicilian society of the twelfth century, in 
which Greeks, Latins and Arabs played an important role in the Norman kingdom. 
They combine iconographic elements of the art of these three groups. A similar case 
is the Petrus de Ebulo codex, as already noted. 


———————— ————— "MP 

! | presume that only one model was available, which seems to me the most acceptable 
possibility. | also consider it unlikely, although not impossible, that the model was dismantled 
and divided among the artists. 


CHAPTER SIX 


THE STYLE OF THE MINIATURES 


The miniatures of the Skylitzes Matritensis have not yet been thoroughly examined 
from the stylistic point of view. The dating of the illustrations has always been based 
on palaeographic evidence. Grabar accepted the dating by Manoussacas, based on 
the script of the text, to the thirteenth century. He observed, however, that the 
miniatures exhibit no trace of Paleologan art and therefore characterised them as 
anachronistic. In the following study, | shall examine and describe the stylistic trends 
of each painter, classify the style and date it. 

The style of the miniatures is, as already said, not homogeneous. The miniatures 
were executed by seven painters, who can be relatively easily distinguished. The 
painters can be divided into two groups:! Group A consists of two Byzantine painters, 
and group B of five western painters, who painted the majority of the miniatures; they 
exhibit an Arabic influence. In the following description of style, remarks on the 
iconography of each painter cannot be avoided, as style and iconography are closely 
related and together provide a more complete picture of the character of the painters. 


THE BYZANTINE PAINTERS 


Painter A1: This artist painted the miniatures of the quires nos. 1, 3-6, 9-10 and 30 
(fols. 9r-16v, 25r-56v, 72r-87v, except for 80r top, and 227r-234v). He uses a wide 
colour palette in which blues and reds prevail. The colours are vivid and intense. The 
occasionally abundant use of gold, which provides the miniatures with an exceptional 
brilliance, is one of the characteristics of this and the other painters of the 
manuscript. Gold is used not only in the imperial costume, but also in the costume of 
the soldiers and other figures, buildings, cities and even landscapes. 

The figures are in general small. Their height is relatively constant, but one 
occasionally finds tall figures standing among shorter ones, e.g., on fol. 26v top (Fig. 
90). The proportions of the figures themselves are occasionally incorrect; on fol. 49r 
bottom, for instance, the head of Theodora is larger than usual (Fig. 113), and on fol. 
24v top the head of the figure to the right smaller (Fig. 44). In many miniatures the 
faces of the figures are rendered three-dimensionally by the application of contrasting 
light and dark strokes of paint. The highlights are mainly visible on the forehead, 
cheeks, nose and chin, especially on fols. 49r-56v. Red lines accentuate the cheeks. 


peu m at aeree a O 
! See the Appendix on p. 398. 


374 CHAPTER SIX 


The figures generally show a certain amount of expression denoted by intense 
movement, €.g., on fols. 29r and 49r top (Fig. 56, 112). On fol. 50v top, the figure in a 
blue tunic in the foreground advances in an unnatural, almost dancing way (Fig. 118). 
The different postures of the figures on fol. 46v (Fig. 106), standing on their left legs 
and inclining to the right, the fact that they do not stand on one level and the 
modelling of the folds of the garments are characteristics of a manneristic, almost 
dynamic style. Dynamic trends are also found in the miniatures on fols. 29v and 44r 
top (Figs. 57, 98), visible in the hair of the figures and the banners; they reflect the 
speed of the sailing boats depicted in these miniatures. 

The figures of a group occasionally reveal a certain rhythm in their movements. 
Typical examples can be seen on fols. 42r bottom, 47v bottom and 82r bottom (Figs. 
92, 109, 200). In most cases, the secondary figures are not passive observers, but 
active participants in the scene; their participation is Suggested by the various 
stances they take and their gestures, which seem to comment on the event depicted. 
Even the crossing of their glances contributes to this effect. The antithetical stance of 
two figures of the same group signifies the transition from one scene to the other, as 
Seen on fols. 28v top and 49r top (Figs. 54, 112). 

Painter A1 models the garments with either more or with fewer details. He usually 
covers them with a thin layer of colour and outlines them with black lines. Thin, black 
lines are used for the folds, which usually delineate the various parts of the body 
(e.g., fol. 10r; Fig. 2). Whenever the garments are rendered in more detail, highlights 
are used which give a certain volume to the figures. Both kinds of treatment of the 
garments can be seen in the same miniature, e.g., on fol. 28v top (Fig. 54); the figure 
in the middle with the highlighted pink tunic looks more voluminous than the other 
figures, whose garments are rendered in a linear style. The role of the black lines to 
render folds is here abandoned in favour of the highlights, which mainly appear on 
the upper part of the thighs and the abdomen. A similar treatment of draperies with 
highlights can be observed on fols. 28v bottom, 29r, 30v and 31v bottom, curiously 
enough always in garments of pink (Figs. 55, 56, 59, 62). Naturally, in other 
miniatures the highlights also appear on garments of various colours. 

Good examples of this style can be found on fol. 45r (Fig. 102). In the lower 
miniature, the dignitary to the left exhibits round highlights on the shoulders and 
elbows, as well as along the black inner drawing of the folds. This drapery modelling, 
in which certain patterns appear, is repeated on fols. 46v, 47r, 47v top, where a spiral 
pattern appears on the hips of the seated patriarch, on fol. 55v top, 80v top, and on 
fol. 83v and 84r top, which belong to the most Skilfully wrought examples, and finally 
on fols. 86v top and 87v (Figs. 106-108, 131, 196, 202, 203, 211, 214). All these 
examples share the accentuation of shoulders, elbows and occasionally thighs with 
round, oval and triangle forms. 

The flowing highlights give an illusion of corporeality to the body not provided by 
the black inner drawing of the garments. This is, however, only true for a restricted 
number of miniatures of this painter. The best example can be seen on fol. 45r top 
(Fig. 101). In the figure of Theodora, the legs and the most important folds are 
outlined with dark lines; together with the highlights in geometrical forms on the 
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calves, knees and thighs they clearly delineate the parts of the legs under the 
garments. 

A flat linear style and colour modelling appear side by side in the miniatures of 
this painter. What was said about the draperies, however, cannot be said for the 
architecture and the various objects seen on the miniatures. They develop two- 
dimensionally and only in a linear style. Depth is rendered by applying various kinds 
of perspective. Painter A1 employs a rich decoration on the buildings (e.g., on fols. 
25r, 4er, 50r, 83v; Figs. 46, 47, 110, 117, 202) which can easily be distinguished from 
the simpler buildings of painter A2. 


Painter A2: The style of this painter, illustrator of quires 2, 7, and 8 (fols. 17r-24v and 
9/r-/1v), differs essentially from that of the previous painter. His colour palette 
includes nuances of green and pink, next to the classic colours red and blue which, 
however, are not so intense as those by painter A1. The use of the colour gold is 
very restricted. This painter apparently utilised different pigments, for his miniatures 
are badly preserved. 

The figures are not elegant and their heads, which are in most cases badly 
preserved, small (e.g., on fol. 62r top; Fig. 151). They are not as vivid as those of the 
painter A1, and their movements are quite constrained. The lower miniature of fol. 
61v is one of the few exceptions in which the figures are expressive (Fig. 150). The 
figure groups are also rendered rather statically, and there is hardly any attempt to 
connect the figures or the groups to each other. 

The style of this painter is characterised by linearism and absence of corporeality. 
The garments are mostly one colour without gradations. Draperies and folds are 
indicated by black strokes or thin lines. The architectural representations of this 
painter are simpler in their articulation and decoration than those of painter A1. His 
miniatures are of lesser quality. 


THE WESTERN PAINTERS 


Painter B1: The miniatures of the quires nos. 12-14, 17, 18, 27 and 28 (fols. 96r- 
118v, 127r-142v and 203r-218v), as well as the upper miniature on fol. 80r top, can 
be assigned to this painter.! Blue and red predominate in the rich colour palette of 
this painter. Gold is frequently used for the imperial figures, the soldiers and their 
armour in battle scenes, and in the architectural representations. 

The stances and movements of the figures are vivid and occasionally 
manneristic. A few miniatures show Arabic influence, like the figures sitting on the 
ground on fol. 101r (Fig. 227). With regard to the figure groups, a strict symmetry 
predominates (e.g., on fol. 112r; Figs. 255, 256). The faces of the figures are at times 


CONCI ee ey IE ERN 
1 GRABAR-MANOUSSACAS, Skylitzés, 169, thought that this miniature was painted by a 
Byzantine painter. 
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swarthy with harsh features; they are modelled with heavy shadows. Long hair is an 
additional characteristic of these figures (e.g., on fols. 112r, 113r, 114r; Figs. 255 
256, 258, 261). In several cases the painter attempts to portray Byzantine faces. The 
elongated faces with narrow noses, especially in the depiction of clerics, strongly 
recall Byzantine features (e.g., on fols. 112v, 129r top, 139r top; Figs. 257, 306, 336). 

The general impression of vividness and movement evoked by these figures can 
be also perceived in details of their costume. The garments are worn relatively 
loosely on the body. Their relation to the body parts is frequently Stylised (e.g., on 
fols. 128r bottom, 128v; Figs. 303-305). The garments are frequently rendered in 
various gradations of the same colour, highlighted with white strokes. The folds 
occasionally take the shape of geometrical patterns; a spiral can be seen, e.g., on 
the dress of the figure standing before the enthroned Leon on fol. 136r top (Fig. 327); 
the robe of the figure standing before the emperor on fol. 140v bottom exhibits a V 
pattern (Fig. 341). 

In contrast to the draperies, the buildings and the various objects found in the 
miniatures are rendered in a flat manner.! This contrast can be clearly seen in the 
upper miniature of fol. 102r, depicting the journey of Danielis to Constantinople (Fig. 
229). The costumes are modelled with highlights, which give to the figures a certain 
corporeality. The highlights take various forms and accentuate the hips, abdomen 
and elbows. The shadows also contribute to the creation of corporeality. The figures 
carrying the sedan-chair are badly proportioned, but make a realistic impression. The 
same method of rendering figures is also applied to Danielis. The sedan-chair, on the 
other hand, has a flat appearance. 

The contrast between the styles employed for the portrayal of figures and of 
objects can also be observed in scenes which take place inside edifices (e.g., fols. 
115v top, 116r bottom, 118r; Figs. 265, 268, 272). In the miniature on fol. 118r, only 
the draperies suggest depth. The light blue blanket covering the emperor rises like a 
relief from the surrounding architecture. The building looks two-dimensional, in spite 
of the several colours applied to it, the rich tendril decoration and the standard form 
of doors and windows. 


Painter B2: This painter executed the miniatures of quire no. 15 (fols. 119r-126v) and 
a few miniatures of quire no. 26 (fols. 195r-195v and 200v, 201r, 202r and 202v). His 
style is so similar to that of painter B1 that only after close examination can one tell 
that we are dealing with a different artist. Nuances of red, blue and gold predominate 
his colours; the colours are thickly applied and mixed with each other. He frequently 
uses highlights to denote the folds (e.g., fols. 119v, 123r; Figs. 277, 285, 286), but his 
miniatures are in general characterised by rigid draperies which do not delineate the 
limbs of the body under the garments. Unlike painter B1, he uses dark lines for the 
outlines of the garments (e.g., fols. 123r, 125r, 126r; Figs. 285, 286, 291, 292, 294). 
The most important difference between him and the previous painter is found on the 
faces; they are light, broad, and without expression. Light red shadows on the cheeks 


! This distinction is also made in the Byzantine miniatures of the codex, as already noted. 
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are the only indications of vigour, but they are not sufficient to make them look 
naturalistic. The facial features are in general coarse and ugly. The architectural 
representations are similar in form to those of the painter B1, but the colours are 
thicker and clumsily applied to the buildings. They completely lack any sense of 
three-dimensionality. The decoration on the edifices is restricted. 


Painter B3: This artist painted a few miniatures on quire no. 19 (fols. 143r-143v, 
145v-150v) and the entire quire no. 20 (fols. 151r-156v). What distinguishes him from 
the other painters of this group is his restricted colour range, in which the salmon 
colour prevails, as well as dark colours, which are mixed with each other. The 
physiognomic type of his figures is different; the faces are drawn with thin lines and 
are characterised by large almond-shaped eyes. The modelling of faces with 
shadows occurs only infrequently. The bodies are long and have thin legs. A few 
figures appear to be Arabs. The depiction of the edifices and the costumes also have 
an Arabic flavour (fols. 143r top, 143v; Figs. 350, 352). In most of the miniatures of 
this painter, the drapery is not executed with attention. The colours were occasionally 
applied clumsily. The outlines of the garments are defined by thick black lines. 
Highlights, drawn clumsily, make the garments appear more vivid. 

The fluttering mantle of the horseman on the left-hand side of fol. 145v bottom 
achieves a plastic impression through use of colour modelling. 


Painter B4: This painter has executed only six miniatures on fols. 144r-145r (Figs. 
353-358). He uses a purely western style, the Romanesque style of the second half 
of the twelfth century. His miniatures, of excellent quality, are characterised by clear 
drawing and perfect execution. Dark green, blue and wine-red colours predominate. 
Gold is used in the architectural representations, in which great attention is paid to 
details and ornamentation. The manneristic style of this painter is evident in the 
seemingly unnatural movement of the figures, which are rendered with elegance. The 
stance of the single figures and their facial expressions are vivid. On the contrary, the 
group of figures on fol. 144v top is motionless (Fig. 355). The faces are drawn in fine 
lines and have a physiognomic character of their own; they greatly differ from the 
other faces in the codex. Shadows above the eyes and red cheeks are characteristic 
for this painter. 

The drapery treatment is careful and very developed. The painter uses lines and 
colour gradations to create the impression of volume. The modelling of the folds 
develops a rhythmical play of lines with decorative character. One can also observe a 
contrast between the treatment of the figures and the flat architecture in the 
miniatures of this painter. 


Painter B5: A large number of miniatures can be assigned to this painter. They are 
painted in the quires nos. 21-24, 26 and 29 (fols. 157r-186v, 196r-200r, 201v and 
219r-226v). The colours are intense and thinly applied. The architectonic 
representations have usually a golden background, on which fine, red arabesques 
are discernible. Alternatively, blue is used for the background. The colours in the 
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battle scenes are especially impressive (e.g., fol. 181r; Fig. 454). The colours are 
used here to indicate space, a function feature not found elsewhere in the codex (cf 
fol. 108r to 178r top; Figs. 244, 447). The painter exhibits various styles in his 
renderings of the figures: small and badly proportioned figures (e.g., on fol. 182r; Fig. 
455) alternate with elegant figures (e.g., on fols. 183v, 199v bottom; Figs. 459, 475) 
while other figures are tall and slender (fol. 185r bottom; Fig. 463). The figures have 
rounded, light coloured faces, characterised by expressive eyes and red cheeks 
(e.g., fols. 173v, 198v; Figs. 437, 472). The stances of the figures are occasionally 
exaggerated and seem unnatural (e.g., fols. 179r top, 183v, 186r, 200r; Figs. 450, 
459, 476). 

The treatment of the folds of their clothing is also inconsistent. The black lines 
play a minor role. Where linear elements appear, they are the same colour as the 
garments. Dark red lines are invariably used to highlight architectural features and 
golden costumes (e.g., fol. 157v; Fig. 397, 398). Highlights are used for the modelling 
of the draperies (e.g., 172r, 174r; Figs. 431, 432, 438). A schematisation of the folds 
can be observed in certain miniatures, e.g. fol. 199v top, where the folds of the dress 
of the emperor take the shape of a spiral (Fig. 474). These are variations of the same 
style and demonstrate the skill of this painter. Apart from these features, there is a 
strong Arabic influence, perceivable not only in the architectural representations, but 
also in the depiction of the thrones and the figures of the Arabs, which are rendered 
especially sumptuously (fol. 178v, 179r top; Figs. 449-450). 


THE MATRITENSIS IN THE ART OF THE TWELFTH CENTURY 


In this chapter | shall give a short overview of the art of this period in Byzantium and 
Sicily and compare the Matritensis to relevant works in order to determine the date 
and place of the Matritensis in the art of the twelfth century. The collaboration of two 
groups of artists in the manuscript certainly requires comparisons with Byzantine as 
well as western art; furthermore, the style of each artist will be examined in the 
context of these two categories. In this way, the stylistic sources of the painters will 
be established. 


| shall first compare the miniatures of the Byzantine artists to examples produced in 
Messina.! The library of San Salvatore possessed a large number of Greek 


manuscripts, over 200 of which are now kept in the University Library of Messina. 


1 On South Italian book illumination until the eleventh century, see A. GRABAR, Les 
manuscrits enluminés de provenance italienne (Bibliothéque des Cahiers Archéologiques, 8), 
Paris 1972; see also H. BELTING, Byzantine Art among Greeks and Latins in South Italy, DOP 
28 (1974), 3-29. 

? ROSSI, S. Salvatore; H. DELEHAYE, Catalogus Codicorum Hagiographorum Graecorum 
Monasterii SS. Salvatoris, nunc Bibliothecae Univ. Messanensis, Analecta Bollandiana 23 
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Several other manuscripts originating from this monastery are scattered in various 
libraries.! Most of them were first brought to Palermo after the confiscation of the 
book collection of the Cathedral of Messina by Don Francisco de Benavides in 1679.2 
His successor, the Duke of Uceda, brought them to Madrid with other books from his 
personal collection, as already noted in the first chapter. However, one must 
distinguish between the manuscripts which belonged to the /ondo of the monastery 
S. Salvatore,? and those written and illustrated there. The number of manuscripts 
produced and illustrated in Messina in the twelfth century is limited. None of these 
manuscripts features figural illustration. A few, like the dated codices Messan. gr. 73, 
written in 1173 A.D. by the monk Nilus,^ Oxford Bodl. Cod. Misc. 178, written in 1141 
A.D. by the monk Bartholomew of Reggio,» and the Messan. gr. 46, dated to the 
middle of the twelfth century, contain only decorated initials and headpieces. Two 
other manuscripts deriving from the /ondo of S. Salvatore are illustrated, but their 
date and provenance are controversial. The Symeon Metaphrastes Messan. gr. 27 is 
embellished with twenty illustrations. Demus dated it to the eleventh century and 
considered it an import from Byzantium; Italian scholars assigned this codex to a 
Sicilian scriptorium based on iconographic features, but disagreed about its date. 
The Messan. gr. 51 is also painted in a different style from the Matritensis. This 
codex, containing an Octoechon attributed to John of Damascus, is illustrated with 
eight miniatures and was probably imported from Byzantium.? The dates proposed 
for it range from the eleventh to the twelfth century.!9? From this brief survey we may 


(1904), 19-75; A. MANCINI, Codices Graeci Monasterii Messanensis, Messina 1907; A. DANEU 
LATTANZI, | codici greci del monastero de SS. Salvatore di Messina, BCASic 4 (1983), 205- 
221; FOTI, Scriptorium. 

1 MERCATI, Per la storia, 291; POMAR, Uceda; FOTI, Scriptorium; LUCA, Rinascita. 

? The book collection of the Cathedral of Messina included Greek and Latin manuscripts 
originating from the fondo of S. Salvatore, the library of the Cathedral and the city archives. All 
these codices were kept at the time of their confiscation on the ground floor of the Campanile: 
C. GIARDINA, Capitoli e Privilegi di Messina, Messina 1937, p. XIV. 

3 E.g., the collection Konstantinos Laskaris brought from Constantinople to Messina in the 
fifteenth century when he was employed in the monastery as teacher of Greek. 

^ ROSSI, S. Salvatore, IV, 1 (1903), 149; DEMUS, Norman Sicily, 414, note 50. 

5 DEMUS, Norman Sicily, 414, note 50. 

6 This codex was written by the scribe Dionysios, who also wrote in 1141 A.D. the Mess. gr. 
3; FOTI, Scriptorium, 393-394, 396, pl. 4; LUCÀ, Rinascita, 61. 

7 DEMUS, Norman Sicily, 414, note 49. 

8 POTTINO, Messina, no. 27 and SAMEK LODOVICI, Messina, 404-405, pls. IX, XII, with a 
dating to the eleventh century; DANEU LATTANZI, Lineamenti, 18, figs. 3-4, and eadem, Sicilia, 
vol. 2, no. 38, 87-89, pl. 2, fig. IX, pl. 4, fig. VIII, pl. XVI, fig. 55, pl. XVII, fig. 56, pl. XVIII, fig. 57, 
with a dating to the twelfth century. 

? DEMUS, Norman Sicily, 414, note 49, with a dating to the eleventh century. 

10 The codex was dated to the eleventh century also by SAMEK LODOVICI, Messina, 404, 
406, and POTTINO, Messina. DANEU LATTANZI, Lineamenti, 18, fig. 6 and eadem, Sicilia, vol. 
2, no. 39, 89-91, pl. 2, fig. X, pl. XVIII, figs. 58-60 with a dating to the twelfth century; WEYL 
CARR, Provincial Manuscripts, 40, classified the manuscript under a group of manuscripts 
which she located in Cyprus and Palestine, and dated it to the end of the twelfth century; see 


380 CHAPTER SIX 


conclude that the style of the Byzantine illustrators of the Matritensis does not 
correspond to the manuscripts produced or kept in S. Salvatore. 

Painter A1, however, exhibits Stylistic tendencies which can be found in other 
monuments of Sicily, e.g., the mosaics of Monreale. A relatively small number of 
miniatures of this painter show features characteristic of the late Comnenian style: 
the round patterns of the draperies of the figures, the manneristic treatment of the 
folds, and the agitated movements of the figures (e.g., fols. 45r bottom, 46v, 47v top, 
84r top; Figs. 102, 106, 108, 203). The style of the mosaics of Monreale, dated to the 
eighties of the twelfth century, are an innovation for Sicily, as Demus and Kitzinger 
have demonstrated.! It has been suggested that these mosaics do not seem to 
derive from earlier works produced in Sicily and cannot be placed in the stylistic 
development of the island up to the year 1180. Everything indicates that the mosaics 
were created under the leadership of Greek artists invited from Byzantium by the 
Norman king William Il (1166-1189 A.D.). We are thus dealing with an imported style 
reflecting the stylistic trends of Constantinopolitan art. The style of Monreale, for 
which the term dynamic style is used, is attested in a series of monuments distributed 
within a large geographical area. Representative examples of this style have been 
preserved in monumental paintings of the Balkan countries, Russia, Cappadocia, 
Cyprus, Palestine and Italy.2 In the Capital itself, no wall paintings or mosaics 
exhibiting this style have been preserved. However, the simultaneous appearance of 
the same, easily recognisable stylistic features in several distant regions suggests 
that this style was developed in Constantinople and spread from there to other 
areas.? 

Traditionally, the first monument in which these stylistic trends appear, is 
considered to be the St. Panteleimon church in Nerezi, outside Skopje, the paintings 


T ————— —— ——— PÉót(Ó—— £n ] 9! Q—Ót 
also eadem, Byzantine Illumination, cat. no. 73, Microfiche 7D5-7D12 with a more specific 
classification of the manuscript under the Serag/io subgroup. 

! DEMUS, Norman Sicily, 418; KITZINGER, Monreale, 75-78. 

? On the style of the second half of the twelfth century, see L. HADERMANN-MISGUICH, 
Tendances expressives et recherches ornamentales dans la peinture byzantine de la seconde 
moitié du Xlle siècle, Byzantion 35 (1965), 429-448; D. TALBOT RICE, The Twelfth Century 
Renaissance in Byzantine Art, Hull 1965; K. WEITZMANN, Eine spátkomnenische 
Verkündigungsikone des Sinai und die zweite byzantinische Welle des 12. Jhs., Studies in the 


Arts at Sinai, Festschrift f. H. v. Einem, Berlin, 1965, 299-312 (reprinted in: Studies in the Arts at 


Sinai, Essays by Kurt Weitzmann, Princeton, 1982, 271-286); T. VELMANS, Peinture et 
mentalité à Byzance dans la seconde moitié du Xlle siécle, Cahiers de civilisation Médiévale 22 
(1979), 217-233; D. MOURIKI, Stylistic Trends in Monumental Painting of Greece during the 
Eleventh and Twelfth Centuries, DOP 34-35 (1980-81), 77-124; H. BUCHTHAL, Uberlieferung 
und Neuerung in der byzantinischen Malerei des 12. Jhs., in: Helmarshausen und das 
Evangeliar Heinrich des Lówen, ed. by M. Gosebruch and F. Steigerwald, Góttingen 1992, 11- 
29. 
3 HADERMANN-MISGUICH, Tendances, 430; KITZINGER, Monreale, 85. 
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of which are dated to the year 1164 A.D.! These paintings display for the first time a 
process of humanisation of the figures; their stances are elegant and their faces 
expressive, there is a harmony between the figures and the landscape, and the 
colours are soft.? The folds are rendered in a linear, manneristic way characteristic of 
the late Comnenian style. They take exaggerated forms in the draperies of the 
figures painted in the church of St. George in Kurbinovo (1191 A.D.), in which the 
manneristic tendencies reach a culminating point.3 The angel of the Annunciation 
scene is one of the most representative examples of this style. The body is 
unnaturally elongated, the decorative folds are remarkable for their nervousness, and 
the fluttering draperies contribute to the impression of movement. In general, the 
lines of the composition predominate. In some monuments, like the Anargyroi church 
in Kastoria (ca. 1180 A.D.)* or the Panagia tou Arakou in Lagoudera, Cyprus (1192 
A.D.)°, the drapery is animated by highlights and the contrast between light and 
shadow. 

In these monuments, the frequently stylised decorative forms are round, oval or 
triangular, and appear on the thighs, abdomen and shoulders. We have seen that 
painter A1 of the Matritensis applies these forms, although in a reserved manner. 
This indicates that he was influenced to a certain degree by the dynamic style, as 
well as other stylistic trends. The miniature on fol. 45r top may also be compared to 
the paintings in the Sts. Anargyroi church in Kastoria. The draperies around the legs 
of Theodora in this miniature are rendered in a similar manner to those around the 
legs of the Mother of God in the Entombment of Christ in Kastoria (Figs. 101, 578). In 
both depictions, the folds delineate the shape of the parts of the legs. 

Demus assumed that the developments leading to the manneristic style of the 
second half of the twelfth century had their origin in book illumination.9 Elements of 
this style are evident as early as in the manuscripts of the Constantinopolitan 
Kokkinobaphos group, consisting of approximately fifteen manuscripts covering the 
period between the forties and the sixties of the twelfth century. Beside a 


1 P. MILJKOVIC-PEPEK, Nerezi, Belgrade 1966; R. HAMANN-MAC LEAN, Grundlegung zu 
einer Geschichte der mittelalterlichen Monumentalmalerei in Serbien und Makedonien, GieRen 
1976, 261ff; DURIC, Jugoslavien, 15 ff. 

? These qualities are especially apparent in the Threnos scene. 

3 L. HADERMANN-MISGUICH, Kurbinovo, Brussels, 1975; DURIC, Jugoslavien, 17ff. 

^ PELEKANIDIS, Kaatopid, |. BuCavrivai Toixoypadiar. llivakec. Thessaloniki 1953. 

5 A. STYLIANOU, Ai rorxoypadíai roO vaoO rfj; llavayíag tod Apaka, Kürrpoc, Acts of the 
1st International Congress of Byzantine Studies, Thessalonica 1953, vol. 1, Athens 1955, 459- 
467; E. HEIN - A. JAKOVLJEVIÓ - B. KLEIDT, Zypern-byzantinische Kirchen und Klóster, 
Ratingen 1996, 71-76, with literature. A. Nicolaidés, L'église de la Panagia Arakiotissa à 
Lagoudera, Chypre: Étude iconographique des fresques de 1192, DOP 50 (1996), 1-137. 

$ DEMUS, Norman Sicily, 419. 

7 On the two Kokkinobaphos manuscripts and the other codices of the group, see I. 
HUTTER, Die Homilien des Mónches Jacobos und ihre lllustrationen, unpublished Ph.D., 
Vienna 1970; J.C. ANDERSON, An Examination of Two Twelfth-Century Centres of Byzantine 
Manuscript Production, 2 vols., Ph.D., Princeton University, 1975; jdem, The Illustration of Cod. 
Sinait. Gr. 339, Art Bulletin 61 (1979), 167-185; ‘dem, The Seraglio Octateuch and the 
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manneristic tendency in the treatment of the drapery, the Kokkinobaphos group 
exhibits a hard plasticity as a salient feature in the rendering of the faces and bodies. 
Our knowledge of book illumination in Constantinople, however, remains limited. A 
further problem is posed by the relatively small number of manuscripts that can be 
assigned to Constantinople with certainty.! Additionally, ever changing combinations 
of scribes and artists collaborated to produce manuscripts in the twelfth century, 
making it difficult to ascertain with any degree of certainty the exact location of the 
scriptorium in which they were produced.? Apart from the Kokkinobaphos Group and 
the earlier manuscripts of the monastery Prodromos-Petra, studied by Anderson and 
Nelson, another group of Constantinopolitan manuscripts from the middle of the 
twelfth century were recently presented by Spatharakis.3 This group, comprised of six 
Tetraevangelia, exhibits some stylistic similarities to the two Kokkinobaphos 
manuscripts and the Ebnerianus Codex (Oxford, Bodleian Library, Auct. T. inf. 1. 
10)^, especially with regard to the colours. The colours also correspond to those of 
the so-called Group 2400, although the manuscripts are of a higher artistic quality 
than the 'provincial' ones of the Group 2400.5 

Almost nothing is known about Constantinopolitan book illumination during the 
last quarter of the twelfth century. Moreover, Weyl Carr has assigned a vast group of 
about one hundred manuscripts to the province, more specifically to Cyprus and 
Palestine. This proposed provenance is based partially on palaeographic research 
by Canart, who considered the script of many manuscripts in this group to be 
cypriotic-palestinian.^ The manuscripts of this group, were assembled in association 
with the Group 2400, which earlier had been dated to the thirteenth century.? Their 
number has increased enormously, so that they can be divided into subgroups 
covering the period from ca. 1150-1250 A.D. They were produced in the same 
region, but not in the same workshop. However, the attribution of the entire group to 





Kokkinobaphos Master, DOP 36 (1982), 83-114; idem, The Illustrated Sermons of James the 
Monk: Their Dates, Order and Place in the History of Byzantine Art, Viator. Medieval and 
Renaissance Studies 22 (1991), 69-120; see also the facsimile edition: Das Marienhomiliar des 
Mónchs Jakobos von Kokkinobaphos, Codex Vaticanus Graecus 1162 (Codices e Vaticanis 
selecti, 79), vol. 1: Introduction by Irmgard Hutter and Paul Canart; vol. 2: facsimile, Zürich 
1991. | 
1 For dated manuscripts from this period, see SPATHARAKIS, Corpus, 37-48. 

? NELSON, Theoktistos, 74. 

3 SPATHARAKIS, Dove. 

^ On this manuscript see C. MEREDITH, The Illustration of Codex Ebnerianus. A Study in 
Liturgical Illustration of the Comnenian Period, Journal of the Warburg and Courtauld Institutes 
29 (1966), 41-44; CBM, vol. 1: Oxford Bodleian Library |, no. 39, with extensive bibliography. 

5 SPATHARAKIS, Dove, 283-284. 

6 WEYL CARR, Byzantine Illumination. 

7 P. CANART, Les écritures livresques chypriotes du milieu du Xle siècle au milieu du XIlle 
et le style palestino-chypriote "epsilon", Scrittura e civilta 5 (1981), 17-76. . 

8 J.E. GOODSPEED - D.W. RIDDLE - H.R. WILLOUGHBY, The Rockefeller McCormick 
New Testament, 3 vols., Chicago 1932; H.R. WILLOUGHBY, Codex 2400 and Its Miniatures, 
Art Bulletin 15 (1933), 3-74; COLWELL - WILLOUGHBY, Karahissar. 
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the province is problematic. Especially after the recent attribution of the most 
important member of the ‘Chicago-Subgroup’, the Vat. Barb. gr. 449, by the 
palaeographer Gammilscheg to Constantinople, the proposed ‘provincial’ origin of 
these manuscripts becomes increasingly questionable.’ 

The decorative style of these manuscripts,? which exhibit schematisations and a 
relief-like linear style, clearly shows affinities with the Late Comnenian style. The fact 
that the Chicago-Subgroup, dated to the fifties of the twelfth century, exhibits all the 
features of the dynamic style and is comparable to the Cypriotic paintings from the 
end of the twelfth century, indicates that this new style had already developed in 
book illumination by the middle of the century. The group of the manuscripts in the 
decorative style assembled by Weyl Carr reflects in fact the influence of the dynamic 
style on the province; its beginnings can be traced in Constantinopolitan book 
illumination of the second quarter of the twelfth century. 

One of the manuscripts of the Chicago Subgroup, Codex 4 in the Biblioteca 
Nazionale in Palermo (Deposito Museo), a New Testament with Psalter, belonged to 
the fondo of S. Salvatore in Messina, and is decorated with twenty-one figural 
miniatures. According to a falsified eighteenth-century entry on fol. 3r, the 
manuscript belonged to Queen Constance of Sicily (1186-1198 A.D.), who had been 
a nun in the monastery of S. Salvatore in Messina, as legend has it.4 Colwell and 
Willoughby have already associated this codex with the Group 2400.5 However, as 
Demus remarked, the illustrations exhibit stylistic features comparable to the 
youngest of the mosaics in the Cappella Palatina. They also show architectural forms 
of a Sicilian character. It is thus possible that the codex was not brought to Messina 
from the Levant, as Weyl Carr assumed, but written there. The miniatures exhibit 
stylistic traits which appear both in manuscripts of the decorative style and the 
mosaics of Monreale, e.g. the accentuation of the hips with round patterns. 

Another codex, comparable to the manuscript in Palermo and the mosaics of 
Monreale, is the Tetraevangelion Vat. Barb. gr. 520 (Fig. 582).7 On fol. 6r, an entry 
written before 1192 A.D. mentions the names of the priest Markianos and his parents 
loannes Poutzes and Maria, probably the owners of the codex. The decoration of the 





! On the Vat. Barb. gr. 449, see WEYL CARR, Byzantine Illumination, no. 103, microfiche 1 
A11-1 B12; E. GAMMILSCHEG, Fragen zur Lokalisierung der Handschriften der Gruppe 2400, 
JÓB 37 (1987), 313-321. 

? This term is used by A. Weyl Carr. 

3 DANEU LATTANZI, Sicilia, 11-14, pls. I-II; Byzantine Art, An European Art, no. 298; WEYL 
CARR, Byzantine Illumination, no. 92, microfiche 1 G1-1 G12, 2 D1-2 D8. 

^ The entry is written in Greek and Latin; see KOLZER-STAHLI, Petrus de Ebulo, 19. 

5 COLWELL — WILLOUGHBY, Karahissar, Index 2: 484. 

$6 DEMUS, Norman Sicily, 410. 

7 M. BONICATTI, Miniatura bizantina ed italogreca in alcuni codici della Badia di 
Grottaferrata, Accademie e Biblioteche d'Italia 25 (1957), 119, 121, is the first to have 
mentioned the miniatures in this codex; /dem, Aspetti dell'industria libraria mediobizantina negli 
“scriptoria” italogreci e considerazioni su alcuni manoscritti criptensi miniati, Atti del 3° 
Congresso Internazionale di Studi sull'alto Medioevo, Spoleto 1959, 360-362, fig. 11; | 
BIZANTINI IN ITALIA, 554-555, fig. 498; SPATHARAKIS, Dove, 287, figs. 33-36. 
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headpieces, the initials, the canon tables, and the script indicate a South Italian 
provenance, possibly Calabrian.! This codex exhibits manneristic trends of the 
dynamic style more strongly than the Palermo codex and can be dated to the end of 
the twelfth century. The portraits of the Evangelists, on the other hand, show 
iconographic and stylistic similarities found in another South Italian manuscript, the 
Lectionary Ambr. gr. D 67 sup? 

The question arises: were the manneristic elements in the Skylitzes miniatures, 
the aforementioned South Italian codices and the Palermo manuscript influenced by 
the Monreale mosaics, or were they modelled on the style of other, earlier 
manuscripts, imported from Constantinople or the Levant? Although the mosaics of 
Monreale were innovative for the art of the eighties in Sicily, one cannot assert the 
same for the book illumination of South Italy. That is, not all South Italian manuscripts 
showing the influence of Monreale should automatically be considered to postdate of 
the mosaics. Demus assumed that the dynamic style came to Sicily in the seventies 
‘in the way of influence and infiltration’.4 It is logical to assume that this influence also 
reached Sicily through illustrated manuscripts. 

It is known that an intense exchange of manuscripts took place between 
Byzantium and Sicily. The model of the Matritensis should be considered one of the 
manuscripts which came to the island. The arrival of manuscripts in oicily is 
confirmed by accounts of Henricus Aristippus, who brought manuscripts with him 
when he returned from Constantinople, which he visited between 1158 and 1160 
A.D. These manuscripts were most likely gifts for the Norman king.» The founder of 
the monastery of S. Salvatore, St. Bartholomew, also brought several manuscripts 
from Constantinople.® The artistic connections between South Italy and Jerusalem 
have been also investigated." Messina was an important trade centre in the twelfth 
century and played a significant role during the Crusades due to its location. One can 
thus easily assume that illuminated manuscripts from Constantinople and the entire 
Mediterranean area were available in Sicily and could have been used as models. 

The miniatures of the painter A1 and the illustrations of the Palermo codex 
mentioned above are similar to the mosaics of Monreale but not as developed. The 
hard plasticity of the Kokkinobaphos manuscripts is also evident in the modelling of 
the flesh in a few miniatures of the painter A1. Especially on fols. 49r-56v, one can 


1 | BIZANTIN! IN ITALIA, 554-555. Cavallo dated the codex to the end of the eleventh or at 
the latest to the first half of the twelfth century. 

? M.L. GENGARO - F. LEONI - G. VILLA, Codici decorati e miniati dell'Ambrosiana ebraici e 
greci, Milan 1957, 195-202, pls. L XXI, LXXXVIII; SPATHARAKIS, Dove, 288, figs. 38-40. 

3 E. KITZINGER, Norman Sicily as a source of Byzantine Influence on Western Art in the 
Twelfth century, in: Byzantine Art, An European Art, Athens 1966, 121 ff. He dated a few of the 
manuscripts to after the creation of the mosaics of Monreale. 

4 DEMUS, Norman Sicily, 417. 

5 C.H. HASKINS, Studies in the History of Medieval Science, Cambridge 1924, 157 ff. 

6 FALKENHAUSEN, S. Salvatore, 48. 

7 V. PACE, Italy and the Holy Land: Import - Export, 2: The Case of Apulia, in: Crusader Art 
in the Twelfth Century, ed. by J. Folda, (BAR International Series, 152) 1982, 245-262; 
BUCHTHAL, Latin Kingdom, 103-105. 
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observe a similar dark and plastic rendering of the faces (Figs. 112-134). We may, 
therefore, conclude that the miniatures of the Skylitzes Matritensis were painted in 
the third quarter of the twelfth century. 

The painter A2 shows no traces of the dynamic or decorated style: he was not 
influenced by the same stylistic trends as the painter A1. 


The styles of the western painters have no exact parallels in Sicilian or South Italian 
art. There are only a few Latin manuscripts from the twelfth century decorated with 
figural illustrations, in Sicily.! One such manuscript, executed probably in Palermo 
between 1154 and 1160 A.D. for the admiral Maio from Bari (Paris, National Library, 
Nouv. Acq. lat. 1772, Maionis Expositio orationis dominice), contains only decorated 
initials and headpieces.? The same is true for another dated codex, a Benedictional in 
Milan, produced in Palermo in 1165 A.D. for the Caste/ano Ansaldo (Milan, Biblioteca 
Ambrosiana, A 92 inf.).? 

As Pace remarked, the place of production for the Sicilian manuscripts cannot be 
determined on the grounds of purely art historical criteria.^ The missing testimonies 
and our restricted knowledge of book illumination in Sicily have given rise to different 
opinions about the dating and localisation of these manuscripts. A characteristic 
example is a group consisting of about ten Latin manuscripts. According to Buchthal, 
they were commissioned by the English Archbishop of Messina Richard Palmer 
between 1182 and 1190 A.D. He assumed that the scriptorium in which these 
manuscripts were produced was located in the Cathedral of Messina. Initials, 
partially with figures, predominate among the decorative elements of these 
manuscripts, while full-page miniatures are rare. The best examples are two full-page 
miniatures in a Sacramentarium of the National Library of Madrid, Codex 52, the 
earliest manuscript of the group.® Fol. 80r is decorated with a Virgin Eleousa (Fig. 
981) and fol. 80v with a Crucifixion scene. Both miniatures are of high quality and 
suggest the use of a Byzantine, late Comnenian model, although they also reveal 
western elements. The rendering of the draperies in the Virgin Eleousa miniature 
shows similarities to the mosaics of Monreale, but the influence of contemporary 
western models predominates. Buchthal did not exclude the possibility that the 
painter may have been a student of a Greek master who worked on the mosaics of 
Monreale.” The influence of the mosaics of Monreale can also be recognised in the 


! On the Latin book illumination of Sicily, see DANEU LATTANZI, Lineamenti; eadem, 
Sicilia; BUCHTHAL, School; idem, Beginnings; PACE, Sizilianische Buchmalerei. 

? BUCHTHAL, Beginnings. 

3 See A. DANEU LATTANZI, Di un manoscritto miniato eseguito a Palermo nel terzo quarto 
del XII secolo e d'alcuni altri manoscritti, con osservazioni sulla scrittura siciliania pregotica, 
Accademie e Biblioteche d'Italia 32 (1964), 225-336, 309-320. 

^ PACE, Sizilianische Buchmalerei, 443. 

5 BUCHTHAL, School, 327. Some of the manuscripts have an entry indicating they 
belonged to the collection of the Cathedral. 

ê BUCHTHAL, School, 316-317. 

" BUCHTHAL, School, 317. 
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ornaments of the remaining manuscripts of the group. Moreover, despite affinities 
between these manuscripts and the ornamental patterns of the manuscripts of the 
Latin Kingdom in Jerusalem,’ the initials are most strongly influenced by western 
models.? As with the manuscripts from the Holy Land, the painters used Byzantine 
ornamental forms for the western initials, while a few other ornamental forms exhibit 
Arabic influence. Buchthal assumed that the Maio codex and related manuscripts 
influenced the Messina Group and that the style of both groups depended on models 
from Jerusalem; he proposed the existence of artistic contacts between Sicily and 
Palestine from as early as the middle of the twelfth century. 

Pace expressed a different opinion; he could not detect Stylistic affinities between 
the Sicilian and the Palestinian manuscripts, and dated the Messina group, to which 
he added a few more manuscripts, to about 1230 A.D. According to Pace, the most 
important manuscript of the group, the Madrid Sacramentarium mentioned above, 
was not made in Messina, but in Palermo. A few other manuscripts were assigned by 
Pace to Monreale, although he also proposed a Messinian provenance for the 
majority of them.4 Mazal considered the group to be slightly older than did Pace; he 
Proposed that they where produced between 1200 and 1220 A.D. and assigned them 
to a Sicilian scriptorium, although he emphasised that the group should not be 
connected to the court of Frederick II.5 

These manuscripts, which indicate the influence of Late Comnenian style on 
Sicilian book illumination at the beginning of the thirteenth century, differ from the 
Matritensis in terms of the type of decoration used. The only other Latin manuscript 
with figural illustrations known from Sicily is the Petrus de Ebulo codex, presumably 
executed in Palermo between 1195-1197 A.D.$ It contains 53 full-page miniatures, 
appearing always on the recto of a folio. The illustration consists of coloured pen 
drawings executed by three artists. As frequently remarked, the codex exhibits many 
similarities to the Skylitzes codex from an iconographic point of view. The figure 
types can be compared to a few figures by the painter B5. The style and the overall 
impression of the Ebulo miniatures are, however, different from those of the 
Matritensis. Although the painters of both manuscripts frequently used common 
iconographic schemes, the production of the two manuscripts in the same scriptorium 
is from the stylistic point of view unlikely.” 





! BUCHTHAL, School, 318; jdem, Latin Kingdom, 103-105. 

? BUCHTHAL, School. 323. 

3 BUCHTHAL, School, 324. 

^ PACE, Sizilianische Buchmalerei, 454. 

5 MAZAL, Romanik, 262. 

$ The poem of Petrus de Ebulo was dedicated to the German emperor Henry VI, who was 
crowned king of Sicily in 1194 in Palermo after he married the Norman heiress, Constance. The 
programme of the pictorial cycle glorifies Henry VI as the legitimate king against the ambitions 
of Tancred, Count of Lecce. On the pictorial programme and the historical background of this 
manuscript, see GEORGEN, Peter von Eboli; KOLZER-STAHLI, Petrus de Ebulo, 15-31; 
NORWICH, The Normans, 716 ff. 

7 The possibility that both manuscripts were produced in the same scriptorium was 
suggested by Stahli in KOLZER-STAHLI, Petrus de Ebulo, 264. 
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The western miniatures of the Skylitzes Matritensis exhibit, as Grabar also noted, a 
few stylistic similarities to certain Exultet Rolls.’ They can best be compared to the 
Exultet Roll 3 in the Archivio Capitolare in Troia.? The scroll was produced in the 
second half of the twelfth century, presumably in Troia. The types of figures in this 
manuscript, their movements, the architectural representations and the colours used 
are similar to those in the miniatures of the painters B1 and B5. In both manuscripts, 
one finds small and elongated figures making agitated movements. The treatment of 
the drapery, characterised by means of linear and colour gradation, is similar to that 
of the painters B1 and B5. This kind of drapery is influenced by Byzantine models; 
one may compare, for instance, fol. 118r of the Matritensis to a miniature in the 
Psalter Dionysiou 65, fol. 13r, dating from the second quarter of the twelfth century 
(Figs. 272, 580).° Representations of horses similar to those seen in the miniatures 
by painter B4 can be found in the Exultet Roll from Troia, but the manneristic 
elements of the Skylitzes miniature are more pronounced and the drawing finer and 
clearer. 

The style of painter B4 was more directly influenced by the stylistic trends of the 
High Romanesque period. The portrayals of figures, their facial features and stances 
are totally different from those seen in Byzantine art. The shapes of the faces and 
above all the characteristic shadows above the eyes of the figures are similar to 
elements found in several French manuscripts of the twelfth century, e.g. in a Gratian 
codex (Cambrai, Bibliothéque Municipale, MS 967) produced in the last quarter of the 
twelfth century? (Fig. 598). The twisted but elegant figures follow a tradition beginning 
in the Early Romanesque period, attested in Byzantine art only in works of the end of 
the twelfth century, like the aforementioned angel from the Annunciation scene in 
Kurbinovo. The manieristic style seen in the figures of painter B4 is also present in 
many miniatures of the painter B5 (e.g., fol. 183v; Fig. 459). 

The drapery treatment in the miniatures of painter B4 displays more pronounced 
manneristic elements in comparison to the other western painters of the manuscript. 
The figures look as if they were carried by the wind. Scholars have either assumed 
that the Late Comnenian style influenced Romanesque art,5 or they speak of a 
simultaneous stylistic evolution in Byzantium and the West.$ It is therefore difficult to 
localise the origin of the manneristic elements of painter B4. 





1 GRABAR-MANOUSSACAS, Skylitzés, 189-193. On the Exultet Rolls, see M. AVERY, The 
Exultet Rolls of South Italy, Princeton 1936; G. CAVALLO, Rotoli di Exultet dell'Italia 
meridionale, Bari 1973; OROFINO and CAVALLO, Exultet. 

? OROFINO and CAVALLO, Exultet, 423ff. 

° ATHOS TREASURES, |, fig. 124; on the dating, see |. SPATHARAKIS, The Date of the 
Illustrations of the Psalter Dionysiu 65, AeAtiov rfjg Xpioriaviktg ApxaioAoyikfg Eraiptiag, 
Series IV, vol. 8 (1975-76), 173-177 (reprinted in: SPATHARAKIS, Studies, 79-89). 

4 CAHN, Manuscripts, cat. no. 89, fig. 220. 

5 MAZAL, Romanik, 51-62. 

$ E. KITZINGER, Byzantium and the West in the Second Half of the Twelfth Century: 
Problems of Stylistic Relationships, Gesta 9, 2 (1970), 49-56, esp. 54-55; GRAPE, 
Grenzprobleme. On the artistic relations between Byzantium and the West, see K. 
WEITZMANN, Byzantium and the West around the Year 1200, The Year 1200: A Symposium, 
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The clarity of the drawing and the drapery modelling in the miniatures of painter 
B4 can be compared to the Worms Bible in London, British Library, Harley 2804 
from the middle of the twelfth century! (Fig. 570). The provenance of this manuscript, 
which had been in Worms until the seventeenth century, is controversial. It is 
assumed that it was produced in the area of the Middle Rhine. The Clarity of the 
drawing, the treatment of the drapery and the colours recall English works as well, 
like the Bury Bible in Cambridge, Corpus Christi College Ms. 2, from the first half of 
the twelfth century.? 

Whirling folds and oval motives, as seen in a few miniatures of the Byzantine 
painter A1, also appear in the miniatures of the painters B1 and B5 (cf. fol. 45r to 
215r, and 47v top to 199v top; Figs. 102, 509; 108, 474). Like the painter A1, the 
western painters apply highlights of various forms to the garments. They are 
occasionally clumsy and stylised, but the better examples are very close to the 
Byzantine ones. 

The colours of painter B5 are similar to those seen in Italian works, e.g., Codex 
2546 in the Museo Diocesano Tridentino, known as the Bible of Triento (Fig. 583). 
This bible was painted in the third quarter of the twelfth century in the environs of 
Rome. The intensive colours, the blue background and the figure types closely match 
those of painter B5. His architectural representations, however, display more use of 
gold, a colour widely applied in the Romanesque art of the twelfth and thirteenth 
centuries. The decoration of the golden surface with arabesque motives appears in 
Romanesque bock illuminations from the middle of the twelfth century on and is also 
found in the Alexander Romance in Leipzig (Fig. 572). 

The landscape elements and above all the vegetation in the miniatures of the 
painter B5 are typically Romanesque. We may compare, for instance, the vegetation 
on fols. 173v, 222v, and 223r to that in an initial from the Arnstein Bible in London, 
British Library, Harley 2799, from ca 1172 A.D4 (Fig. 584). The flowers are identical 
in form to those of the painter B5, even if they appear in his miniatures stylised. The 
peculiar miniature on fol. 223r, in which heads and plants appear as decorative 
elements, distantly recalls this kind of initials and could have been influenced by 
them. 


et 
The Metropolitan Museum of Art, New York 1975, 53-73; idem, Various Aspects of Byzantine 
Influence on the Latin Countries from the Sixth to the Twelfth Century, DOP 20 (1966), 3-24; E. 
KITZINGER, The Byzantine Contribution to Western Art of the Twelfth and Thirteenth Centuries, 
DOP 20 (1966), 27-47; O. DEMUS, Byzantine Art and the West, New York 1970; ‘dem, Studies 
in Byzantium, Venice and the West, London 1998; MAZAL, Byzanz und das Abendiand. 

! MAZAL, Romanik, 176; CAHN, Bibel, fig. 146, cat. no. 9, with bibliography. A. COHEN- 
MUSHLIN, The making of a manuscript. The Worms Bible of 1148 (British Library, Harley 2803- 
2804) (Wolfenbütteler Forschungen, 25), Wiesbaden 1983. 

? MAZAL, Romanik, 48, 85; CAHN, Bibel, fig. 124, cat. no. 27, with bibliography. 

3 E.B. GARRISON, Studies in the History of Medieval Italian Painting, vol. IV.1, London 
1993; CAHN, Bibel, cat. no. 139, fig. 158. 

^ MAZAL, Romanik, 175; A.G. WATSON, Catalogue of Dated and Datable Manuscripts, c. 
700-1600, in the Department of Manuscripts, The British Library, London 1979, no. 704; CAHN, 
Bibel, cat. no. 8, fig. 157. 
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The figures of some miniatures of the western group recall Arabic representations. 
Some figures, for example the seated rulers with crossed legs, have parallels in 
Arabic manuscripts, like in a miniature in the Maqamat codex Par. arab. 6094, fol. 
59v, presumably from 1222 A.D." (Fig. 601). The ceiling paintings of the Cappella 
Palatina in Palermo display several figures sitting in a manner similar to those of the 
Matritensis.2 No Arabic illustrated manuscripts from Sicily have survived. Most of the 
Arabic works on the island were destroyed, so that the art of the Arabs in the Norman 
period remains unknown. As Grabar noted, a few miniatures in the Skylitzes 
Matritensis postulate the existence of this art in Sicily.3 


The stylistic similarities between the two groups of illustrators in the Matritensis are 
restricted to small details like the treatment of the draperies. We have observed 
manneristic features in the draperies, the movements of the figures, and the use of 
highlights in both groups. Furthermore, the contrast between the relief-like rendering 
of the draperies and the flat appearance of the architectonic representations and of 
various objects is common to both groups. However, not all the painters exhibit these 
stylistic features to the same degree. It is probable that the affinities are due to the 
influence of the model. Another possibility is that they derive from the Romanesque 
style, which, as shown above, shows similarities to the Byzantine art of the second 
half of the twelfth century. 

We have no information about the painters who participated in the production of 
the manuscript. We do not know whether all or some of them lived in Sicily and 
worked in the scriptorium of S. Salvatore, or if they were travelling artists who came 
from abroad and took commissions from various monasteries. The phenomenon of 
travelling book illuminators has been demonstrated for this period, both in Byzantium 
and the West.^ It is also impossible to determine the nationality of the painters. The 
painter B4 is the most western in style. We have already mentioned that Messina had 
an English Archbishop, Richard Palmer, in the second half of the twelfth century.5 
This, in combination with the fact that a Latin scriptorium existed in Messina, makes it 
possible that artistic exchanges took place between the seat of the Archbishop and 
the Greek monastery. The dating of its manuscripts, however, remains controversial. 


The examination of the Matritensis indicates that the painters worked in close 
cooperation with one another and with the scribe in a well organised scriptorium. The 
painters worked mostly by quire occasionally sharing the same quire. They did not 
attempt to alter their individual styles in order to present a homogeneous work. The 





1 GRABAR, Maqámát, microfiche 4. B9. 

? MONERET DE VILLARD, Cappella Palatina, figs. 187, 188, etc. 

3 GRABAR-MANOUSSACAS, Skylitzès, 194-195. 

4 Numerous examples are included in MAZAL, Romanik; for Constantinople, see NELSON, 
Theoktistos; for the province, see A. WEYL CARR, Thoughts on the Production of Provincial 
Illuminated Books in the Twelfth and Thirteenth Centuries, Scritture, Libri e Testi 2 (1991), 661- 
688. 

5 On Richard Palmer, see the Dictionary of National Biography, XV, 146 ff. 
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mutual influence which the painters exerted on one another did not lead to uniformity: 
their individual Stylistic traits can be Clearly distinguished. They used both their a 
experience and pre-existing models as sources of inspiration for their illustrations 
The intentional distance from the Constantinopolitan model in st | 
IS a sign of the self-consciousness and individualism of the a 
were in ascendancy in the twelfth century.’ The Skylitzes Matritensis constitutes a 
very interesting example of varied translations of Byzantine forms and different 
treatments of the same model. Such a heterogeneous attitude of painters towards 
their model is rare, if not unique. The phenomenon is even more impressive if one 
considers that it never appeared even in regions in which various artistic languages 
existed side by side, for instance in the Latin Kingdom of Jerusalem. In the Melisende 
Psalter (London, British Library, cod. Egerton 1 139) from the first half of the twelfth 
century, the miniatures created by amalgamation of Byzantine and western elements 
achieve a certain homogeneity.? Not only the large number of miniatures, but also the 


cooperation of so many painters of different artistic backgrounds make the 
Matritensis an extraordinary manuscript. 


yle and iconography 
rtists, qualities which 


—————— ———o— 
! In Romanesque art one observes a large number of names of painters, who occasionally 
signed their works. Several examples are given by MAZAL, Romanik. 
? On the Melisande Psalter, see BUCHTHAL, Latin Kingdom, 1-14. 





CHAPTER SEVEN 


THE PLACE OF THE MATRITENSIS IN THE SICILIAN 
SOCIETY 


The multicultural synthesis of the Norman society in twelfth century Sicily is well- 
known. It is reflected, e.g., in the cathedrals and churches in Palermo, Monreale and 
Cefalü.! They combine Romanesque architecture with Byzantine mosaics and Arab 
elements in decoration and architecture.? Three of the four important churches 
erected in Sicily in the twelfth century were commissioned by Norman kings. Only the 
so-called Martorana (Santa Maria dell'Ammiraglio) in Palermo was the initiative of a 
Greek, the Admiral Georgios of Antiochia;? he did not, however, forget to glorify the 
Norman king Roger II by depicting his portrait in a mosaic (Fig. 579). The Normans 
were known for their adaptability, an attitude which was certainly politically 
motivated.4 

With regards to the relation of the Norman kings to the predominant Greek culture 
of the island, we may briefly recall that Roger II (1095-1154 A.D.) was raised in a 
Greek environment. He used the Byzantine protocol in the court ceremonial, issued 
most of his royal documents in Greek, and even signed Latin documents in Greek.5 
The Greek element played an important role in his court. The foundation of the 
monastery of S. Salvatore in Messina was at his initiative. The Arab culture also 
attracted him, while Latin culture initially played a modest role for him. However, 
towards the end of his life Roger Il made great efforts to latinise his kingdom.® Under 
his successor, William | (1154-1166 A.D.), Latin was the official language of the 





1 On these churches, see DEMUS, Norman Sicily. 

? |. BECK, The Sicilian Dilema. The Clash between Byzantine Mosaic Decoration and Arab 
Architectural Tradition, Actes du XIVe Congrés International des Études Byzantines, Bucharest 
6-19 September 1971, vol. Ill, Bucharest 1976, 285-287. On the architecture of Sicily, see 
CASSATA - CONSTANTINO - SANTORO, Romanisches Sizilien. A testimony of the cultural 
synthesis in South Italy is also the mosaic pavement in the Cathedral of Otranto, dated 1163- 
1165 A.D; see W. HAUG, Artussage und Heilsgeschichte. Zum Programm des 
Fu&bodenmosaiks von Otranto, Deutsche Vierteljahresschrift für Literaturwissenschaft und 
Geistesgeschichte 49 (1975), 577-606; C.A. WILLEMSEN, Das Rátsel von Otranto. Das 
Fufibodenmosaik in der Kathedrale. Eine Bestandsaufnahme, ed. by V.M. Ditsche and R. 
Kottje, Sigmaringen 1992. 

3 On this church, see DEMUS, Norman Sicily, 73-90; E. KITZINGER, The Mosaics of St. 
Mary's of the Admiral in Palermo (Dumbarton Oaks studies, 27), Washington, D.C. 1990. 

* BROWN, Normannen, 122. On the history of the Normans in Sicily, see NORWICH, The 
Normans. 

° HOUBEN, Roger Il, 114; FALKENHAUSEN, S. Salvatore, 49. 

$ HOUBEN, Roger II, 116. 
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documents and sigils. Only nine per cent of the preserved documents issued by 
William I, and only one per cent of those issued by William lI (1166-1189 A.D.) are in 
Greek.’ In the Norman court, French was spoken.2 During the reign of William ll, the 
latinisation of the state had made great progress. The Greek element of his court was 
marginalised, while the number of Arab officers and counsellors increased .3 

A lot has been written about the attitude of the Normans towards Greek 
monasticism. The opinions of the scholars differ. Some of the older historians spoke 
of an increase of Basilian monasticism, while others claimed that the Normans 
followed an anti-Greek policy.^ Today, the research takes a middle position and 
offers a more differentiated view of the Normans.5 They supported the foundation of 
many Greek monasteries. The Normans found in Bartholomew of Simeri, considered 
to be the founder of S. Salvatore in Messina, a willing supporter. Bartholomew was 
also the founder of the famous monastery of Santa Maria de/ Patir in Rossano.5 His 
pupil Luca was the first Archimandrite of S. Salvatore. Over forty monasteries in Sicily 
and Calabria were under the jurisdiction of S. Salvatore in Messina, which became 
the most important centre of Greek Orthodoxy in South Italy. 

The Normans supported the foundation of Greek monasteries for political 
reasons. Due to the earlier Arab conquest of Sicily, the Greeks of Sicily had migrated 
to Calabria. The Greek monks were not well organised, living mainly as hermits and 
ascetics.’ To achieve an ethnic balance in Sicily, where the Arab element prevailed, 
the Normans attracted the Basilian monks back to Sicily by founding new 
monasteries and restoring the old ones.8 

On the other hand, the diocese system in Sicily, Calabria and Otranto was 
latinised. Control of these dioceses was transferred from the patriarch of 
Constantinople to the jurisdiction to the Pope. The Greek bishops were replaced by 
Latin ones, in most of the cases French or English.? The Englishman Richard Palmer 
was archbishop of Messina at the time of William II. 





1 FALKENHAUSEN, Friedrich Il., 239, note 16. See also S.H. STEINBERG, | ritratti dei Re 
normanni di Sicilia, La Bibliofilia 39 (1937), 29-57. 

2 HOUBEN, Roger Il, 114. 

3 F. GABRIELI, Normanni e Arabi, Archivio Storico Pugliese 12 (1959), 59; V. von 
FALKENHAUSEN, | rapporti con Bisanzio, in: | NORMANNI, 350-355. 

* See MÉNAGER, Byzantinisation, with bibliography. 

SH. HOUBEN, Möglichkeiten und Grenzen religiöser Toleranz im normannisch-staufischen 
Königreich Sizilien, DA 50 (1994), 159-198; H. ENZENSBERGER, Der ,Bóse' und der ,gute’ 
Wilhelm. Zur Kirchenpolitik der normannischen Könige von Sizilien nach dem Vertrag von 
Benevent, DA 36 (1980), 385-432. 

$ On this monastery, see P. BATIFFOL, L'abbaye de Rossano, Paris 1891; SCADUTO, 
Monachesimo, 165-243. 

7 MÉNAGER, Byzantinisation, 121. 

8 MÉNAGER, Byzantinisation, 15-17; LUCA, Rinascita; FALKENHAUSEN, Friedrich Il., 236. 

9 MÉNAGER, Byzantinisation, 17; on the Latin monasticism, see L.T. WHITE, Latin 
Monasticism in Norman Sicily (The Medieval Academy of America, Monographs 13, Publication 
31), Cambridge, Mass. 1938; H. HOUBEN, Die Abtei Venosa und das Mónchtum im 
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The Skylitzes Matritensis, with miniatures painted by Byzantine and western artists 
and Arabic elements, fits very well into the cultural milieu of Sicily. In the past, the 
manuscript was associated with the Norman kings and considered to have been 
written in Palermo. However, recent palaeographic studies and an analysis of later 
entries into the manuscript suggest that it was produced in S. Salvatore and kept 
there until the sixteenth century.’ A few scholars have suggested that the codex may 
have been written in Messina, but continue to associate it with the Norman court.? 
There is, however, no internal evidence in the codex which supports this theory. 

My art historical analysis of the miniatures suggests a dating for the manuscript to 
the third quarter of the twelfth century. Since the Matritensis is colobon and the name 
of the sponsor, possibly written at the end of the manuscript, is not preserved, one 
may only speculate about his identity. A potential candidate is Onofrius, the 
Archimandrite in Messina from 1159 to 1183 A.D. He successfully administered the 
possessions of the monastery and enlarged its property.3 Other candidates are 
Eugenios of Palermo (ca. 1130-1202 A.D.), a high Greek official under Roger II and 
William IM, known for his teaching and translations, and author of a poem in the 
cemetery of S. Salvatore that alludes to his close bond to the monastery;^ he 
presumably intended to retire there at the end of his career like another Greek 
official, the so-called Judex Tarentinus.» This Greek jurist from Tarento retired in 
1173 A.D. as a monk in S. Salvatore in Messina and appointed the Archimandrite 
Onofrius as executor of his testament. 

The chronicle of Skylitzes should have been of great importance for the Greeks of 
Sicily, especially as it deals with events which took place on the island, e.g., the 
revolt of Maniakes and the battles between Byzantines and Arabs. It could also have 
served as a substitute for a historiography of their own. The Greeks of Sicily had 
nothing comparable to the Latin historical works written under the Normans. In the 
light of the latinisation of the state, the codex appears as an attempt to preserve their 
identity, and as a reaction to the gradual suppression of the Greek element after the 
death of Roger Il. The production of the manuscript in S. Salvatore emphasises the 
vital role played by Greek monasticism after the end of the Byzantine sovereignty 
over the island." 

-————— ————————ÉÁÉÉO——— ee nmn 
normannisch-staufischen Süditalien (Bibliothek des Deutschen Historischen Instituts in Rom, 
80), Tübingen 1995. 

! See our first chapter. 

? G. OROFINO and V. PACE, La Miniatura, in: | NORMANNI, 267. 

3 FALKENHAUSEN, S. Salvatore, 50-51. 

^ FALKENHAUSEN, S. Salvatore, 51; eadem, Friedrich Il, 241. On Eugenios of Palermo, 
see also E. JAMISON, Admiral Eugenius of Sicily. His Life and Work, London 1957; V. v. 
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Codex Vitr. 26-2 of the National Library in Madrid is the only illustrated copy of the 
Synopsis Historion of loannes Skylitzes. The 574 miniatures decorating it have great 
cultural and historical value: they provide a glimpse into Byzantine courtly and daily 
life and supply information about war techniques and warfare; they include 
exceptional scenes and constitute a vast source for the history of the medieval realia. 
The large number of miniatures, and the fact that it is the only preserved Byzantine 
illustrated Chronicle, give the manuscript a very important place in the ranks of 
medieval book illumination. 

According to a fifteenth-century entry in it, the Skylitzes Matritensis belonged to 
the fondo of the monastery S. Salvatore in Messina. The preserved inventories 
indicate that it remained in the fondo of S. Salvatore until 1580. In 1679 it was 
presumably moved from Messina to Palermo by Don Francisco de Benavides. Don 
Francesco Mendoza Pacheco, the fourth Duke of Uceda, was the next possessor of 
the codex, as the cover of the manuscript, typical for the collection of this Duke, 
shows. In 1712, the codex was brought by him as part of his collection to Spain and 
entered the Biblioteca Real of the King Philip V, the National Library of today. 

This large codex consists of 233 parchment folios, bound in 29 quires. A quire in 
the middle of the manuscript and a few at the end are missing. The text is written in 
one column by two scribes, the second of whom executed only two quires; these two 
quires have neither initials nor miniatures, although space was reserved for them. 
This scribe also added eleven dirges for various emperors on the margins. These 
poems were written in the tenth century in Constantinople and interpolated into the 
chronicle of Skylitzes. 

loannes Skylitzes, a high official of the Byzantine court, wrote his chronicle in the 
seventies of the eleventh century. It covers the period from 813-1057 A.D. Skylitzes 
used several sources, not all of which are known. Above all, he used the accounts of 
Theophanes Continuatus and Genesios. For about the last 100 years of his 
chronicle, the sources he used are lost, as a result of which Skylitzes is considered a 
valuable historical source. 

The Synopsis Historion has been preserved in more than twenty manuscripts, 
which show that it was a popular work. Among these, the Skylitzes of Naples, a twin 
manuscript of the Matritensis, is particularly important for the study of the Matritensis. 
The Matritensis was used as the basis for several other copies, which also included 
some of the marginal poems and used the captions to the miniatures of the 
Matritensis as chapter headings. 

With regards to the physical relation between the text and the miniatures, the text 
is interrupted by miniatures forming friezes; the miniatures are with one exception 
frameless. This system recalls the so-called Papyrus style, which also has parallels in 
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Middle Byzantine book illumination. The decorated folios have one to three 
miniatures each. Every miniature includes one to four scenes. The one-scene 
miniatures prevail. The scenes are arrayed one next to the other, reading from left to 
right, vice-versa, or in antithetical order. In rare cases, one sees a cyclic or 
complicated arrangement of the scenes. The scenes of a miniature are often 
separated by the architectonic settings. There are attempts to connect the single 
scenes to one another in the entire codex. This is achieved by depicting two or more 
figures of the same group, usually painted in the middle of the miniature, looking in 
different directions towards the protagonists of the scenes. The illustration system 
remains constant throughout the entire codex, regardless the changes in pictorial 
style of the painters. This indicates that all painters had a common model, the 
physical features of which they copied into the Matritensis. 


The investigation of the relationship between text and image with regards to the 
content, neglected by previous scholars, constitutes the main body of this study. It 
has shed light on the creation process of the Skylitzes codex and has resulted in 
some important observations about Byzantine chronicle illustration. The study has 
established that the painters were copyists, who did not illustrate the Skylitzes text for 
the first time. This is suggested by the various kinds of mistakes discovered in the 
miniatures, the captions, and the inscriptions accompanying them. The sequential 
order of the miniatures is occasionally disturbed, indicating that the artists copied a 
few miniatures in the wrong place. In most cases, however, the miniatures correctly 
follow or precede the passage which they illustrate, or are painted between its lines. 
In a very few cases, the same miniature was copied twice by mistake. Most 
convincing for the interpretation of the Matritensis as a copy is the miniature on fol. 
195r (Fig. 466): it contains details missing from the text, because the scribe had 
forgotten to copy them. The artist could only have painted these details by copying 
them from a model, not by reading his text. The captions and the inscriptions contain 
numerous mistakes, if one compares them to the content of the miniatures or the 
text. The inscriptions were often wrongly assigned to certain figures and scenes or 
differ in content from the text; they occasionally even refer to episodes which are not 
illustrated. A large number of the inscriptions wrongly assigned to certain figures or 
scenes of a miniature are based on the text. This means that they were not written by 
the artists, but by a scribe who added them to the miniatures after reading the text. 
These inscriptions were not necessarily added for the first time in the Matritensis, but 
possibly in the archetype and certainly in one or more intermediate copies of 
Skylitzes. 

Other than establishing that the Matritensis is a copy and was not produced ad 
hoc, the examination of the relation between text and image has revealed that a 
small number of scenes was based on accounts of other authors. A few miniatures 
deviate from the wording of the Skylitzes text and can be better explained by the 
narrations of Michael Psellos or loannes Zonaras. Other miniatures seem to be 
based on certain passages by Theophanes, Theophanes Continuatus, Leon 
Diakonos, and Leon Grammatikos. However, since only details of these miniatures or 


396 CONCLUSIONS 


their captions agree with these sources, and not entire scenes, the relation cannot be 
proved with certainty. Illuminated manuscripts of the authors mentioned here have 
not been preserved. 

As the events depicted in these deviating miniatures were not widely known and 
probably did not appear outside chronicles, it becomes clear that we are dealing with 
migrated scenes, which were copied from lost illustrated chronicles. This assumption 
is of great importance for chronicle illustration in Byzantium, the only preserved copy 
of which is the Skylitzes Matritensis, as frequently noted. The migrated scenes were 
included in the immediate model of the Matritensis and copied in its cycle. The 
painters of the archetype, apparently made in Constantinople, applied the same 
working methods as the author: like the authors use of other literary sources, the 
artists also occasionally used pictorial cycles found in other illustrated chronicles and 
enriched their manuscript with this material. The assumed use of an illustrated 
Zonaras chronicle could have only occurred in a later Stage of the copying process, 
since the work of Zonaras was written after 1118 A.D. If our assumption is correct, 
the model of the Matritensis cannot be dated before this year. 


The 574 miniatures of the Matritensis were painted by seven painters, with different 
Styles and iconographical features. The analysis of the iconography has revealed that 
the painters had a Byzantine model before them, and that each of them treated it 
differently. The model was not Slavishly copied, but rather interpreted according to 
the artistic background of each painter, with an impressive amount of individuality. 

In order to examine the iconography of the various scenes in the Matritensis, | 
divided the painters in two groups, a Byzantine and a western one. The latter 
executed the majority of the miniatures. The analysis was focused not only on the 
examination of the iconography per se but also on the manner in which the subjects 
were treated by the various painters. The comparison of the forms and elements of 
the two groups showed that the Byzantine painters followed the Byzantine tradition 
and the western painters used as a rule western iconographic types. It has been 
emphasised, however, that the western painters frequently used Byzantine forms as 
well. This means that the illustrators of the western group, compared to the Byzantine 
ones, worked selectively and treated the model freely. In some cases they preferred 
a non-Byzantine schema, while in other cases they ‘dressed’ the miniatures of the 
Byzantine model with western elements, or they adopted the iconography of the 
model. Furthermore, the western group of illustrators shows familiarity with the Arab 
world. The examination of the iconography has also shown that each of the 
illustrators frequently applied favourite types. Thus, the iconography differs not only 
from group to group, but also from painter to painter. This is true above all for the 
western painters. 

One characteristic principle of the illustration of the entire codex is the use of 
established iconographic types. These are formulae which could be modified in order 
to render different subjects. The pictorial sources comprise a wide range of medieval 
book illumination and are found in both profane and religious monuments; this makes 
the identification of the concrete sources difficult. It also shows that the illustration of 
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a chronicle was subject to the same principles as that of religious manuscripts, a 
phenomenon which has already been established for western chronicle illustration. 

Certain manuscripts exhibit several iconographic similarities to the Skylitzes 
Matritensis. These are the Bulgarian Manasses Chronicle, the Tetraevangelion Par. 
gr. 74, the Petrus de Ebulo codex in Bern and the Alexander Romance in Leipzig. 
The similarities to the first two codices strengthen the theory of a Constantinopolitan 
origin for the model, while those to the Latin manuscripts suggest the use of common 
pictorial sources available in Sicily. 

The examination of the iconography has also contributed to a concrete dating of 
the manuscript. While some iconographic types have a long tradition and can be 
traced back to Antiquity (e.g., the imperial imagery and the battle scenes), other 
features appear for the first time in the middle of the twelfth century, e.g., the siege- 
engine. It belongs to a type testified in the second half of the twelfth century and is 
identically depicted in the Ebulo manuscript (1195-1197 A.D.). 


The seven painters of the manuscript have been Stylistically distinguished from one 
another. The Byzantine painter A1 exhibits traits comparable to the late Comnenian 
style; the treatment of the drapery and the stance of a few figures are similar to those 
seen in the mosaics of Monreale and other South Italian works of art, as well as to 
Constantinopolitan and provincial manuscripts dating from the second half of the 
twelfth century; these works all share characteristics of the so-called dynamic style. 
Painter A1 does not, however, exhibit the strong mannerism seen in works of the late 
twelfth century. | have, therefore, proposed a dating for the Matritensis to the third 
quarter of the twelfth century. 

The western painters B1, B4 and B5 also show ‘dynamic’ trends in the rendering 
of the costumes and can be compared to painter A1. All painters of the codex 
rendered their architectonic representations with a similar flatness. The different 
treatment of drapery and architecture also known from Romanesque art in which the 
western painters of the Matritensis were trained. They have consequently applied this 
Style as easily as their Byzantine colleagues. 


The manuscript was produced in the scriptorium of the Monastery of S. Salvatore in 
Messina. This has been established by comparing its script with that of Vat. gr. 300 
and other twelfth-century manuscripts which were written with certainty in S. 
Salvatore. My study supplied additional information about the history of the codex: 
we may now claim that the codex was in Messina as early as in the thirteenth 
century, because it has the signature of Antonius of Messina on fol. 9r, like a series 
of other manuscripts restored in S. Salvatore at the end of the thirteenth century. The 
palaeographic studies lead to a reconsideration of | the previously assumed 
provenance of the Skylitzes Matritensis from the royal scriptorium in Palermo. All the 
marginal annotations of the codex point to a monastic milieu and associate the codex 
in one way or another with Messina. A possible commissioner of the manuscript is 
Onofrius, the energetic Archimandrite in Messina from 1159 to 1183 A.D. Other 
Greeks may not be excluded. 


Painters:! 
A1: quires 1, 3-6, 9, (10), 30 
227r-234v 
A2: quires 1, 2, 7, 8 fols. 17r-71v 
B1: quires 1, (10), 12-14, 
17-18, 27-28 
B2: quires 1, 15, (26) 
202v 

B3: quires 1, (19), 20 

B4: quires 1, (19) fols. 144r-145r 

B5: quires 1, 21-24, (26), 29 

Quires: Quires: 
1: fols. 9r-16v painter A1 18: fols. 
2: fols. 17r-24v painter A2 19: fols. 
3: fols. 25r-32v painter A1 fols. 
4: fols. 33r-A0v painter A1 fols. 
9: fols. 41r-48v painter A1 20: fols. 
6: fols. 49r-56v painter A1 21: fols. 
T: fols. 57r-63v painter A2 22: fols. 
8: fols. 64r-71v painter A2 23: fols. 
9: fols. 72r-79v painter A1 24: fols. 

10: fols. 80r b-87v painter A1 25: fols. 

fol. 80r top painter B1 26: fols. 

11: fols. 88r-95v no miniatures fols. 

12: fols. 96r-102v painter B1 

13: fols. 103r-110v painter B1 

14: fols. 111r-118v painter B1 

15: fols. 119r-126v painter B2 

16: missing 

17:fols. 127r-134v painter B1 
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fols. 9r-16v, 25r-32v, 33r-56v, 72r-79v, 80r b-87v, 


fols. 80r top, 96r-118v, 127r-142v, 203r-218v 


fols. 119r-126v, 195r-195v, 200v, 201r, 202r, 


fols. 143r-143v, 145v-150v, 151r-156v 


fols. 157r-186v, 196r-200r, 201v, 219r-226v 





! The numbers in brackets denote quires painted by more than one artists. 


135r-142v 
143r-143v 
144r-145r 
145v-150v 
151r-156v 
157r-164v 
165r-172v 
173r-178v 
179r-186v 
187r-194v 
195r-195v 
196r-200r 


200v-201r, 202 
fol. 201v 

27: fols. 203r-210v 
28: fols. 211r-218v 
29: fols. 219r-226v 
30: fols. 227r-234v 


painter B1 
painter B3 
painter B4 
painter B3 
painter B3 
painter B5 
painter B5 
painter B5 
painter B5 


no miniatures 


painter B2 
painter B5 
painter B2 
painter B5 
painter B1 
painter B1 
painter B5 
painter A1 
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The manuscripts are arranged in a separate rubric 


A 


Abasgia, 223, 224, 227, 232, 259, 309 

Abgar, 231, 234, 236 

Ablabios, 335 

Abouchazar, 98 

Aboulchare, 190 

Abrahamites monks, 91, 331 

Abu Gafar Ibn al Gazzar, 15 

Abydos, 71, 72, 218, 314 

Achaia, 126 

Achaia, St. Andreas church, 126 

Acheloon, 157 

Achilles, 321 

Adana, 191 

Adrassos, 180 

Adrianople, 34, 46, 47, 76-78, 124, 156, 
254 

Adrianos, 136 

Agion, Duke of Lombardy, 142 

Agiopolites, 141 

Aimos, 205 

Albebakes, 149 

Alde, 232 

Aleppo, 175, 227, 228, 230 

Alexandros, emperor, 140, 147, 151-153, 
156, 178, 288, 336 

Alexios, patriarch, 224, 233, 236, 250, 329 

Alexios | Komnenos, 22, 40, 304 

Alousianos, 241, 242 

Amantia, 137 

Amer, son of the Emir of Aleppo, 230 

Amer, Emir of Egypt, 235 

Amer, Emir of Melitene, 116, 117 

Amermoumnes, 79, 80, 89, 98, 102-104, 
148, 235, 305 

Amorion, 49, 53, 62, 63, 102, 103 

Anakouphia, 232 

Ananias, 328 

Anastasia, daughter, of Theophilos, 87 

Anastasios, eparch, 244 


Anastasios, son of Thomas the Rebel, 77, 
78 

Anatolikon (theme), 47, 70, 80 

Anazarbos, 212 

Andreas, painter, 153 

Andreas, stratelates, 140, 111 

Andronikos, son of the doux, 114 

Andronikos Doukas, 147, 148 

Andronikos I, 300, 301 

Anemas, 208, 209 

Anion, 253 

Anna Dandolo, 304 

Anna, daughter of Gabalas, 166, 291 

Anna, daughter of Romanos II, 182 

Anna, daughter of Theophilos, 87 

Anthony of Novgorod, 94 

Antigonos, son of Bardas, 128 

Antiochia, 53, 71, 177, 193, 194, 201, 212, 
214, 227, 228, 391 

Antonios of Nikomedeia, 236 

Antonios Stoudites, patriarch, 211, 212, 
217 

Antonius of Messina, 8, 9, 18, 397 

Aplesphares, 253 

Apochaps, 78 

Apolasaeir, 175, 297 

Araxes river, 253, 258 

Argaion, 119 

Argyros Italos, 255 

Arkadioupolis, 256 

Armenia, 168, 253 

Armeniakon (theme), 71 

Arsaber, 110 

Artabanos, 124 

Artabasdos, 153 

Asekretis Monastery, 186 

Asotios, 221, 290 

Aspachan, 258 

Ateous fortress, 161 

Atzypotheodoros, 197, 198, 200 

Axios river, 222 

Azazion, 228 
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B 


Babylon, 89, 216, 218, 256 

Baianos, 135 

Bardanios the Turk, 53-56, 70, 302 

Bardas, brother of Theodora, 107, 108, 
114-117, 119, 121, 122, 131 

Bardas, son of Leon Apostypes, 135 

Bardas, son of Nikephoros Phokas, 186 

Bardas Phokas, 27, 166, 174-167, 184, 
203, 204, 215-219, 281, 298 

Bardas Skleros, 201-204, 212-220, 281 

Bari, Pinacoteca Provinciale, St. Nicholas 
icon, 299, 327 

Bartholomew of Reggio, scribe, 379 

Basileios, epe/ktes, 144 

Basileios, parakoimomenos, 185, 205, 
212, 214, 215 

Basileios of Kaisareia, 177 

Basileios Peteinos, 170, 171, 180 

Basileios Skamandrenos, patriarch, 200, 
201, 211 

Basileios Theodorokanos, 252 

Basileios l, 33, 102, 122-132, 134, 135, 
137-140, 142, 153, 187, 285, 290, 301, 
354 

Basileios Il, 179, 182, 183, 199, 212, 217- 


220, 222, 223, 227, 253, 256, 294, 302, 


331, 333, 335 
Basilikinos, 123 
Bayeux tapestry, 307, 318, 343, 344: fig. 
587 
Benevento, 132 
Berroia, 182, 183, 227, 228 
Bertha-Eudocia, 167, 291 
Berydes, 75 
Bithynia, 54, 178 
Bizye, 77, 78 
Boiditzes, 103 
Bolosodes, 173, 174 
Boris |, 112, 113, 367 
Boris II, 211 
Boulgarofygon, 144 
Brindisi, 187 


C 


Calabria, 16, 134, 187, 189, 190, 392 
Callinicus, 314 

Callistus Il, pope, 284 

Cappadocia, 135, 169, 214, 380 


INDEX 


Capua, 132 

Capua, Sant'Angelo in Formis, 272 

Carthage, 136 

Castello Appiano, 323 

Celestine IIl, pope, 285 

Chalcedon, 196 

Chalep, 175 

Chambdan, 174-176, 180, 182 

Chandax, 80 

Charax, 79, 80 

Charles V, 7 

Charles the Bald, 274 

Charsianon, 98, 218 

Chelidonion, 254, 255 

Choireas, 78 

Chorosan, 100 

Chosroes, 216-218 

Christophoros, protobestiarios, 144, 146 

Christophoros, son of Romanos I, 163, 
164 

Chrysopolis, 140, 141, 161, 184, 185, 218, 
298, 336 

Chrysopolis, Philippikon monastery, 34, 
140, 141, 336 

Cilicia, 191-194, 196 

Constance, queen of Sicily, 344, 383 

Constantine the Great, 195, 244, 297 

Constantinople, 2, 3, 5, 16, 27, 34, 42, 43, 
48, 72-76, 85, 90, 91, 97, 98, 100, 109, 
112, 117, 119, 120, 122, 124, 125, 127, 
134, 137, 140, 141, 143, 146, 149, 153, 
155, 157, 160-162, 166-169, 172-178, 
183, 185, 188, 193, 203, 212, 218-220, 
222, 231, 239, 242, 247, 249, 255, 256, 
259, 264, 265, 294, 295, 304, 314, 320, 
331, 335, 336, 339, 344, 345, 352, 358- 
361, 368, 371, 376, 380, 382-384, 392, 
394, 396 

Constantinople: 
Antiochos palace, 181 
Blachernai bay, 74 
Blachernai church, 64, 74, 84-86, 88, 
100, 115, 236, 339 
Blachernai Gate, 156, 255 
Blachernai palace, 155 
Boaitios market, 146 
Bonos, cistern, 181 
Boukoleon palace, 55, 159, 160, 339 
Bryas palace, 90 
Chalke Gate, 51, 94, 155 
Chrysotriklinos, 51, 148, 233 


Church of the Saviour at the Chalke, 
252 
column of Arcadius, 298 
Diomedes monastery, 125 
exkoubita, 155, 245 
Forum of Constantine the Great, 244 
Gastrion monastery, 87 
Golden Gate, 50, 125, 185, 193, 345, 
368 
Golden Horn, 72 
Hebdomon palace, 185 
Hippodrome, 45, 46, 49, 65, 66, 98, 
102, 106, 109, 115, 120, 154, 180, 181, 
183, 195, 245, 262, 293, 300, 301, 359, 
360 
Holy Apostles church, 34, 83, 119, 140, 
195, 196, 243, 244, 336, 345, 346 
Lausiakon palace, 94, 95, 114 
Karianos palace, 112, 115 
kathisma, 98, 99, 181, 195, 245, 298, 
359, 360 
Kouboukleion, 304 
Maggana, 162 
Magnaura, 83, 105, 137, 149, 152, 179 
mitatorion, St. Sophia, 150, 346 
Mokios Church, 145 
Myrelaion Monastery, 172 
Nea Church, 186, 247 
Oxeia district, 97 
Paulinos quarter, 73 
Pegai Palace, 141 
Pege church, 195 
Pentapyrgion palace, 83 
Pharos, 119, 120, 251 
Sigma, 246 
Skyla Gate, 65, 66, 115 
Sphendone (of the Hippodrome), 102 
Spina, 109 
St. Mamas church, 119, 123 
St. Mary at Pharos, 52, 160, 262 
St. Sophia, 43, 44, 46, 54, 55, 96, 121, 
122, 147, 149, 150, 176, 179, 184, 186, 
193, 199, 200, 244-246, 262, 281, 283, 
299, 324, 339, 345, 346, 368 
Stoudios monastery/church, 50, 75, 
106, 181, 224, 245, 246 
Sts. Anargyroi, 73, 255 
Theodosius obelisk, 298, 359 
Thomaites, 95 
tzykanisterion, 245 

Crete, 79-81, 122, 178, 180, 183, 209, 311 


INDEX 
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Dagisteas, 58, 59 

Damascus, 212 

Damianos, 80 

Damokraneia, church of the Archangel, 
247 

Dandulf, 187, 188 

Danielis, 127, 137, 358, 364, 376 

David, 45, 276, 280, 282, 296, 302, 323, 
352 

David, ruler of the Iberians, 215 

David, son of Leon Apostypes, 135 

David Koumoulianos, 162 

Demetrios, son of Alde, 232 

Demetrios of Kyzikos, 236 

Denderis, 87 

Despoton monastery, 68 

Diavasis, 76, 156 

dibetesion, 269 

Dionysios the Great, 91 

Dipotamos, 214 

Don Francisco de Benavides, 7,8, 379, 
394 

Don Francesco Mendoza Pacheco, 7, 394 

Dorostolon, 206, 207 

Dorylaion, 103 

Draginai plain, 239 

Drizion, 191, 192 

Dyrrachion, 248 


E 
Edessa, 168, 231, 238 
Eirenaios, 91 
Elijah, 300 
Elga, 174 


eparch, 3, 84, 107, 244, 246, 335, 361, 
362 

Ephesus, 116, 240 

Ephraim, 24 

Ergodotes, 233, 234 

Esman, 133 

Euchaita, 141 

Euchaneia, 209 

Eudokia, wife of Romanos ll, 289 

Eudokia Ingerina, 130, 290 

Eugenios of Palermo, 393 

Euphemios, 82 

Euphrates, 116, 231 

Euripos, 133 
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Eustathios, patriarch, 224 

Eustathios, patrikios and aroungarios, 143 
Eustathios Maleinos, 217 

Eustahios of Thessalonica, 300 
Euthymios, bishop of Sardeis, 69, 331 
Euthymios, patriarch, 147, 149, 152 


F 


Fatloun, 188-190 

Forty-two Martyrs, 99 
Francesco Antonio Napoli, 7 
Frederick Il, 386 


G 


Galakrenoi monastery, 147, 152 

Gazarenos, 78 

Gazouros, 53 

Georgios, chieftain of the Iberians, 253 

Georgios, protobestiarios, 236 

Georgios Kedrenos, 22, 24, 37 

Georgios Liparites, 223 

Georgios Maniakes, 229, 231, 238-240, 
248, 249 

Georgios Monachos, 30, 38, 39, 49, 262 

Georgios of Abasgia, 223, 224, 227, 232, 
309 

Georgios of Antiochia, 391 

Georgios Stratiotikos, 102 

Goliath, 296 

Gortys, 80, 331 

Gouver, 141 

Graptoi Brothers, Theophanes and 
Theodoros, 94, 112, 332 

Greek fire, 75, 133, 166, 252, 314, 367 

Gregoras lberitzes, 153 

Gregorios, doux, 221 

Gregorios, general, 73, 75, 321 

Gryllos, 128, 121 


H 


Halys river, 146, 215 

Harold, 345 

Helene, 161, 181, 290 

Hellas (theme), 133 

Henricus Aristippus, 3, 16, 384 
Henry VI, 285, 299, 323 
Herakleia, 174, 177, 324 
Hierotheos, 91 


INDEX 


Holy Cross, 74, 157, 230 
Holy Mandylion, 168, 234, 236 
Hortus Deliciarum, 305 


lannes (loannes Synkellos), 92, 93, 100, 
101 

Iberia, 78, 215, 223, 253-255, 259, 331 

Ignatios, patriarch, 118, 119, 121, 122, 
327 

Ikmor, 208, 209 

Illyrian mountains, 248 

Inaros, 218 

India, 58, 256 

Ingeros, 130 

loachim of Itala, scribe, 25 

loannes, abbot of the Stoudios monastery, 
181 

loannes, chamberlain, 233 

loannes, monk, 116 

loannes, patriarch of Jerusalem, 196 

loannes, protonotarios, 224, 329 

loannes, son of Danielis, 127 

loannes Alkaseus, 201, 202 

loannes Eladas, 155 

loannes Geometres, 26 

loannes Hexaboulios, 49, 62 

loannes Kourkouas, 21, 163 

loannes Kourkouas, son of Romanos, 207, 
208 

loannes Mouzalon, 187 
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241, 243, 247, 250, 335 

loannes Pilatos, 190 
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loannes Il Komnenos, 304 

loannes Vatatzes, 256 

loannes Zonaras, 24, 37, 38, 40, 41, 54, 
55, 85, 262-265, 395, 396 

loannikios, 180 

loel, 24 

loseph Bringas, 183-186, 304, 362 

loseph Genesios, 23, 38-40, 52, 112, 262, 
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Irene, 40 

Isaac Komnenos, 11, 23 
Isaiah, 61, 95 

Istros (Danube), 207 
Ivan Alexander, 41, 304 
Ivan Asen, 304 
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Jerusalem, Holy Sepulchre, 196 
Job, patriarch of Antiochia, 71 
Joshua, 297 

Judex Tarentinus, 393 

Julian, emperor, 45 

Justinian, emperor, 83 
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Kaisareia, 164, 177, 203 

kampagia, 269 

Kakikios, 253 

Kalokyros Delphinas, 218 

Karveas, admiral, 190 

Karveas, leader of the Manichaioi, 116 

Kastoria, Anargyroi church, 382; fig. 578 

Katakalon, 144 

Katakalon Kekaumenos, 23, 240 

Katakylas, 76 

Katasyrtai, 157 

Kavala, 78, 147 

Kedouktos, 75 

Kepoi, 131 

Kiev, St. Sophia, 359 
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203, 204, 216 

Konstantinos, brother of Michael IV, 236 

Konstantinos, eunuch, 149 

Konstantinos, general in Iberia, 255 

Konstantinos, patrikios, 142 

Konstantinos, son of Bardas Phokas, 175 

Konstantinos, son of Basil Il, 138 

Konstantinos, son of Leon V, 68 

Konstantinos, son of Romanos I, 170, 171 

Konstantinos Charon, 203, 204 
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Konstantinos Diogenes, 223, 227, 260 
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Konstantinos Eladikos, 154 
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Konstantinos Goggylios, 178 

Konstantinos Ktematinos, 162 

Konstantinos Laskaris, 7, 10, 20, 21, 25 

Konstantinos Leichoudes, 255, 258 

Konstantinos Manasses, 24, 30, 40, 41, 
233 

Konstantinos Phagitzes, 234 

Konstantinos Rodios, 150 
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26, 38, 39, 149-151, 153, 155, 156, 
158-161, 167-175, 177-179, 187, 189, 
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218, 225, 226-28 
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255, 256, 259, 291, 294 

Kontostephanos, 217 

Kopronymos, 119 

Kormatoi, 100 

Kos, 81 

Kosmas, patrikios, 188 

Kosmas Tzintziloukios, 242, 243 

Kotyaeion, 135, 214 

Kouroupas, 208 

Kourtikios the Armenian, 143 

Koutloumous, 258, 259 

Koutragon, 124, 125, 306, 333 

Krateros, general, 81, 82 

Krateros, patrikios, 141 

Krum, 46, 48, 54-57, 124, 305 

Kurbinovo, St. George, 381, 387 
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Lagoudera, Panagia tou Arakou, 381 

Lampros, 250 

Lapara, 214 
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Leon, kouropalates, 207 

Leon, leader of the Hippokomoi, 53-56 

Leon, protobestiarios, 214, 215 

Leon, son of Argyros, 114 

Leon, son of Lampros, 250 

Leon Apostypes, 134, 135 

Leon Argyros, 171 

Leon Chatzilakos, 146 
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169, 262, 263, 395 

Leon Melissenos, 217, 219 
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Nerezi, St. Panteleimon, 303, 380 
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Nicholas l, pope, 141, 337 
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Nikephoros, patriarch, 42, 44, 46, 59-61, 
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Niketas Skleros, 143 
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Olympos (in Bithynia), 178 

On Leon, 162 

Onofrius, archimandrite, 393, 397 
Opsikion (theme), 71 

Orestes, 227 

Ostrovos, 241, 249 

Otto the Great, 173 

Otto Il, 289 


INDEX 


407 


Otto Ill, 284 
Ougon, 167 
Oulga, 174 
Ouzer, 148 


Pagratoukas, 156 

Palermo: 
Cappella Palatina, 340, 352, 383, 389 
Martorana (Santa Maria 
dell'Ammiraglio), 284, 391; fig. 579 

Pangaleia, 215 

Pankratios, ruler of Iberia, 259 

Pankratios, son of Alde, 227 

Panormos, 171 

Pantoleon, 150 

Paphlagonia, 87, 186, 234 

Pardos, 248 

Paris, Bibl. Nat., Cabinet des Médailles, 
'Romanos ivory', 289; fig. 589 

Pasar, 259 

Paschal, 167 

Paschalios, 189 
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Peloponnesus, 126, 133, 134, 136, 187 

Persarmenia, 253 

Persia, 97, 124, 256, 258 

Petrion monastery, 227, 230, 244, 245 

Petronas, 85, 115-117, 263, 265, 266 
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Petros, prefect of Cilicia, 194 

Petros Deleanos, 240-242, 263, 281, 306, 
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Philippos Xeros, 16 

Philippoupolis, 217 

Philomilion, 53, 58, 70, 228 

Philopation, 129 

Philoraios, 181, 360 

Photeinos, 80 

Photios, general, 133 

Photios, patriarch, 119, 141, 142, 220, 299 

Phrygia, 214 

Pinzarach, 229, 230 

Pius IV, pope, 7 

Plate, 235 

Pleuses, 186 
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Poulcheria, daughter of Theophilos, 87 
Preslav, 205, 206 

Prilapos, 242 

Prinkeps, 244 

Proikonnesos, 59, 200 

Prokopia, 52 

Prokopios, protobestiarios, 134, 135 
Prokopios Krenites, 143 

Prote, 52, 54, 66, 68, 170, 171 
Prousianos, 226, 230 
Pseudo-Codinos, 286 
Pseudo-Symeon, 39, 40 
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Rageas, 214 

Raidestos, 204 

Reggio Script, 16, 19 

Remata, 238 

Rhaztns, St. George, 276 

Richard Lionheart, 299 

Richard of Acerra, 322 

Richard Palmer, archbishop, 385, 389, 392 

Rodostolon, 143 

Roger Il, 284, 391, 393 

Rolando da Parma, 358 

Romanos, son of Samuel, 221, 240 

Romanos Kourkouas, 184, 207 

Romanos Mosele, 181 

Romanos | Lekapenos, 23, 158-173, 181, 
183, 187-189, 283, 291, 298, 353 
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San Clemente, 141, 337; fig. 573 
oan Urbano alla Caffarella, 334 
Santa Maria Antiqua, 333 

Rossano, S. Maria de/ Patir, 392 
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Sabbatios, 58 
Salaman the Turk, 231 
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240, 241 

San Bartolomeo in Trigona, 18 

Saniana, 78 

Santa Maria della Misericordia, 7 
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Saul, 282, 302, 323 

Scriptor Incertus de Leone Armenio, 37 

Serbia, 222 

Sergios, patriarch, 220 

Sermon, 223, 260 

Sessa Aurunca, Cathedral, 344 

Sgora, 166 

Sgouritzes, 237 

Siamese twins, 168-170, 263, 266, 356, 
357 

Sinai, St. Catharine's monastery, St. 
Nicholas icon, 325 
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Sirmion, 223 

Sisinios Il, patriarch, 220 

skaramangion, 269 

Skopje, 222, 380 

Skyros, 73 

Solomon, 283, 296, 305 

Sopoéani, 304 

Soudales, 114 

Souldanos, 132, 133 

Sozopetra, 102 

Spercheios, 221 

Sphendoslav, 207-211 

Spondyles, 227 

St. Amand, 329 

St. Bartholomew of Simeri, 18, 384, 392 

ot. Basil, 177, 194, 303 

St. Clemens, 141, 336 

St. Cyril, 141, 337 

St. Cyril, metropolitan of Gortys, 80, 331 

St. Demetrius, 242 

St. Diomedes, 125, 126 

St. Euphemia monastery, 163 

ot. George, 276 

St. Gregory, 68, 326 

St. John, 240 

St. John the Baptist, 93, 94, 177, 183, 224, 
332, 336 

St. John the Phoberos monastery, 91, 93, 
94, 332 

St. Luke, 91 

St. Mark, 329 

St. Methodius, 141, 337 


St. Nicholas, 235, 299, 325, 335 

St. Paul, 97, 92, 328 

St. Peter, 111, 121, 122, 329 

St. Stephen, 335 

St. Tarasios monastery, 149 

St. Theodore, 209, 210 

Stavrakios, 42, 44 

Stephanos, admiral, 239, 291 

Stephanos, bishop of Nikomedeia, 213 

Stephanos, magistros, 141, 153, 160 

Stephanos, patrikios, 258, 259 

Stephanos, sebastophoros, 249, 250, 294, 
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Stephanos, son of Romanos |, 166, 170, 
171, 173, 183 

Stephanos of Amasseia, patriarch, 140, 
141, 163, 164, 304, 336 

Stephanos Pergamenos, 247 

Stephanos Voisthlavos, 248 

Stypes, 247 

Symeon, Bulgarian ruler, 143, 144, 152, 
155-157, 188 

Symeon, ep/ fou kanikleiou, 161 

Symeon Logothetes, 23, 38-40 

Symeon Metaphrastes, 26, 379 

Syracuse, 82, 136, 137 

Syria, 78, 89, 90, 93, 102, 135, 146, 148, 
163, 182, 196, 228 
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Tagrolepex, 256, 258, 259 

Tancred, King of Sicily, 353 

Tarasios, patriarch, 64 

Tarento, 134, 135, 393 

Tarsos, 119, 133, 149, 174, 192, 193, 298 

Tauromenion, 145 

Teichomeros, 241, 335 

Telouch (theme), 229 

Terebinthos, 171 

Thekla, daughter of Theophilos, 87 

Themel, 174 

Theodora, sister of Zoë, 226, 227, 230, 
244-246, 250, 252, 253, 263 

Theodora, wife of Romanos I, 163 

Theodora, wife of Theophilos, 38, 87, 92, 
94, 95, 97, 105-116, 130, 332, 373, 
374, 381 

Theodoropolis, 209 

Theodoros, teacher of Konstantinos VII, 
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Theodoros Daphnopates, 39 

Theodoros Gazes, 24 

Theodoros Koupharas, 112 

Theodoros Krateros, 99, 359 

Theodoros of Kyzikos, 178 

Theodoros of Mistheia, 208, 209 

Theodoros of Sebasteia, 23 

Theodoros Sandabarenos, 138, 139, 141, 
142, 299 

Theodosia, empress, 63, 68 

Theodosios, patrikios, 104 

Theodosios, son of Leon V, 68 

Theodosios Melitenos, 38 

Theodosios Mesanyktes, 219 

Theodosioupolis, 241 

Theodotos Melissenos, patriarch, 56, 58- 
61, 100 

Theognostos Melissenos, 219 

Theoktiste, 87 

Theoktistos, 106, 107, 114, 115 

Theophanes, metropolitan of 
Thessalonica, 236, 237 

Theophanes, parakoimomenos, 168, 173 

Theophanes, protobestiarios, 166, 167 

Theophanes Choirinos, 164, 165 

Theophanes the Confessor, abbot, 60 

Theophanes the Confessor, 23, 37, 43-46, 
262, 263, 395 

Theophanes Continuatus, 23, 39, 40, 52, 
54, 94, 169, 262, 263, 330, 394, 395 

Theophano, 26, 182, 183, 186, 191, 192, 
196, 197, 200, 287 

Theophano, wife of Otto Il, 289 

Theophilos, emperor, 25, 38, 69, 74, 83- 
89, 91-106, 109, 112, 117, 118, 265, 
270, 287, 289, 298, 302, 303, 331, 332, 
359 

Theophilos, master of Basileios, 126-128 

Theophobos, 85, 97, 98, 102, 105, 289 

Theophylaktos, patriarch, 164-166, 172, 
176, 177 

Theophylaktos, son of Michael I, 44, 52 

Thessalonica, 146, 221, 227, 236, 242, 
300 

Thomas, /ogothetes, 155 

Thomas the Armenian, 53-56, 70 

Thomas the Rebel, 69-79, 296, 297, 302, 
314, 323 

Thrace, 48, 57, 254 

Tibion, 253, 254 

Triballon, 248 
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Tripolis, 229 
Tryphon, patriarch, 164, 165 
Tyropoios, 203, 204 


U 
Uroš |, 304 
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231. Fol. 103v, top: A priest describes miracles from the Gospel to the ruler of the 
Russians 

232. Fol. 103v, bottom: The miracle with the Gospel 

233. Fol. 104r: Basileios | sends a messenger to two magistro/ 

234. Fol. 104v, top: The monk Sandabarenos advises Leon to Carry a knife 

235. Fol. 104v, bottom: The monk Sandabarenos denounces Leon to Emperor Basileios | 

236. Fol. 105r: Leon offers a knife to his father, Emperor Basileios | 

237. Fol. 105v, top: A banquet of Emperor Basileios | with the senators 

238. Fol. 105v, bottom: Emperor Basileios | orders the hair of his son Leon be cut 

239. Fol. 106r: Audience scene introducing the chapter about the reign of Leon VI 

240. Fol. 106v: The translation of the relics of Emperor Michael II! from Chrysopolis to 
Constantinople 

241. Fol. 107r, top: The interrogation of the Patriarch Photios 

242. Fol. 107r, bottom: The monk Sandabarenos throws himself at the feet of the 
Patriarch Photios and asks to be dethroned 

243. Fol. 107v: The Franks of the Duke of Lombardy, Agion, defeat the Byzantines under 
the patrikios Konstantinos 

244. Fol. 108r: The Bulgarians under Symeon defeat the Byzantines 

245. Fol. 108v: The Turks (Hungarians) pursue the Bulgarians under Symeon to 
Rodostolon 

246. Fol. 109r, top: Emperor Leon VI receives a Bulgarian delegation from Symeon 

247. Fol. 109r, bottom: The Bulgarians defeat the Byzantines under the domestikos ton 
scholon Katakalon 

248. Fol. 109v: The koubikoularios Samonas reports to Emperor Leon VI a conspiracy 

249. Fol. 110r, top: Two men record the discussion between the epe/ktes Basileios and 
the koubikoularios Samonas 

250. Fol. 110r, bottom: Emperor Leon VI lets a man read the report by Samonas to the 
senators 

251. Fol. 110v, top: The Agarens capture and kill the Byzantines of the conquered Sicilian 
city of Tauromenion 

252. Fol. 110v, bottom: Attempt on Leon VI’s life in the Mokios church 

253. Fol. 111r: Two heralds inform Leon VI of the attack on the Byzantine coast by the 
Agarens 

254. Fol. 111v: The Agarens under Leon Tripolites conquer Thessalonica 

255. Fol. 112r, top: Emperor Leon VI calls Konstantinos Doukas as a witness 

256. Fol. 112r, bottom: The Patriarch Nikolaos Mystikos baptises Leon VI's son 

257. Fol. 112v: The consecration of the Patriarch Euthymios 

258. Fol. 113r: Samonas incites Emperor Leon VI against Andronikos Doukas 

259. Fol. 113v, top: A Saracen brings a candle to Ouzer. Ouzer informs the 
Amermoumnes of the hidden message of the emperor in the candle 

260. Fol. 113v, bottom: Konstantinos Doukas and his men distract their pursuers by 
throwing coins to them | 

261. Fol. 114r: Leon VI warns Konstantinos Doukas not to plan any revolt, because his 
head would pass through the gate of the Chrysotriklinos 
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262. Fol. 114v, top: The Arab envoys are led to St. Sophia and are shown the precious 
liturgical vessels of the church 
263. Fol. 114v, bottom: The coronation of Konstantinos VII as co-emperor 
264. Fol. 115r: The tonsuring of the eunuch Konstantinos in the Monastery of St. Tarasios 
265. Fol. 115v, top: Emperor Leon VI finds an insulting letter in the mitatorion of St. 
Sophia 
266. Fol. 115v, bottom: Emperor Leon VI consults the Metropolitan Pantoleon. Discussion 
between Samonas and Pantoleon. 
267. Fol. 116r, top: Michael Tzirithon reveals to the emperor that the insulting letter found 
in the m/itatorion of the St. Sophia was written by Samonas 
268. Fol. 116r, bottom: Death of Emperor Leon VI 
269. Fol. 116v, top: Emperor Leon VI addresses the senators from his deathbed 
Fol. 116v, bottom: Emperors Alexandros and Konstantinos 
270. Fol. 117r: Emperor Alexandros discharges the Patriarch Euthymios during a sention. 
Euthymios is assaulted by the supporters of the Patriarch Nikolaos Mystikos 
271. Fol. 117v: A Bulgarian delegation in front of Emperor Alexandros 
272. Fol. 118r: Emperor Alexandros hands the reigns over to his nephew Konstantinos 
273. Fol. 118v, top: Artabasdos gives a letter to the domestikos Konstantinos Doukas 
274. Fol. 118v, middle: Konstantinos Doukas and his men arrive at Constantinople and 
enter the house of the magistros Gregoras Iberitzes 
Fol. 118v, bottom: The asekretis Niketas and the patrikios Konstantinos Eladikos visit 
Konstantinos Doukas 
275. Fol. 119r, top: Konstantinos Doukas' rebels attempt to enter the Hippodrome 
2/6. Fol. 119r, bottom: Battle between the imperial cavalry and the rebels 
277. Fol. 119v: The /ogothetes Thomas receives a linen cloth predicting the death of 
Konstantinos Doukas 
278. Fol. 120r: Emperor Konstantinos VII dining with the Bulgarian ruler Symeon 
279. Fol. 120v: Emperor Konstantinos VII recalls his mother Zoé from exile 
280. Fol. 121r, top: The Bulgarians of Symeon conquer Adrianople with the help of the 
Armenian traitor Pagratoukas 
281. Fol. 121r bottom: The Byzantine soldiers take an oath before the battle against the 
Bulgarians 
282. Fol. 121v: The Byzantines defeat the Bulgarians 
283. Fol. 122r: The Bulgarians pursue the Byzantines 
. Fol. v: The Byzantines defeat the Bulgarians | 
xe En top: Tho teacher of Konstantinos VII, Theodoros, advises the emperor i 
ask for the help of Romanos Lekapenos. Romanos Lekapenos refuses to support the 


emperor 
286. Fol. 123r, bottom: Konstantinos VII sends a personal letter to Romanos Lekapenos. 


nos receives the letter 

mis. Seri ae Lekapenos orders the arrest of Konstantinos Doukas 
288. Fol. 123v, bottom: Zoé discusses with the senate and Patriarch Nikolaos 
289. Fol. 124r, top: The sailors throw stones at the envoys of Zoé 

Fol. 124r, bottom: Zoé addresses the sailors from the Boukoleon palace l 
290. Fol. 124v: Zoë begs her son not to send her away; the emperor orders the men to 
T pea Teu Lekapenos kisses the feet of Konstantinos Vil; Romanos 

and Konstantinos VII swear loyalty to each other in the Pharos church 
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292. Fol. 125r, bottom: The marriage between Emperor Konstantinos VII and Helene 

293. Fol. 125v: Symeon reads the chrysobull of the emperor to Leon Phokas' men 

294. Fol. 126r, top: Leon Phokas' men defect to Romanos Lekapenos 

Fol. 126r, middle: The escape of Leon Phokas and his men 

295. Fol. 126r, bottom: The arrest and blinding of Leon Phokas 

296. Fol. 126v, top: The blinding of the conspirators who planned to murder Romanos 
Lekapenos, and their public ridicule 

297. Fol. 126v, bottom: The banishment and tonsuring of the Empress Zoé 

298. Fol. 127r, top: The Byzantine army under loannes Kourkouas conquers Melitene 

299. Fol. 127r, bottom: The death of Patriarch Stephanos 

300. Fol. 127v, top: The consecration of Patriarch Tryphon 

301. Fol. 127v, bottom: The death of Christophoros, son of Emperor Romanos | 

302. Fol. 128r, top: Theophanes Chroirinos advises Patriarch Tryphon 

303. Fol. 128r, bottom: Patriarch Tryphon addresses the synod 

304. Fol. 128v, top: Patriarch Tryphon writes his name 

305. Fol. 128v, bottom: The resignation of Tryphon is read in the Synod and his removal 

306. Fol. 129r, top: The consecration of Patriarch Theophylaktos 

307. Fol. 129r, bottom: The marriage of Stephanos and Anna and the coronation of Anna 

308. Fol. 129v, top: Byzantines attacking Russians; Russian captives are lead away 

309. Fol. 129v, bottom: Russians shooting arrows at Byzantine captives 

310. Fol. 130r: The Byzantine fleet attacking the Russian fleet 

311. Fol. 130v: The marriage of Romanos and Bertha-Eudocia 

312. Fol. 131r, top: The arrival and veneration of the Mandylion in Constantinople 

313. Fol. 131r, middle: The removal of the Siamese twins from Constantinople 

314. Fol. 131r, bottom: The operation of the Siamese twins 

315. Fol. 131v: The removal of Romanos I and his tonsuring 

316. Fol. 132r: Basileios Peteinos advises Stephanos Lekapenos 

317. Fol. 132v: The exile of Romanos ! to the island of Prote 

318. Fol. 133r, top: Konstantinos VII having breakfast with Stephanos and Konstantinos 
Lekapenos and the arrest of the latter 

319. Fol. 133r, bottom: The end of Konstantinos 

320. Fol. 133v, top: The death of Emperor Romanos | Lekapenos 

Fol. 133v, bottom: The coronation of Romanos, son of Konstantinos VII 

321. Fol. 134r: A school during the reign of Konstantinos VII 

322. Fol. 134v, top: The punishment and exile of the conspirators against Konstantinos VII 

323. Fol. 134v, bottom: The baptism of the Hungarian Bolosodes 

324. Fol. 135r, top: The defeat of the Hungarians and the execution of Bolosodes 
Fol. 135r, bottom: The Russian Elga visiting Konstantinos VII Porphyrogennetos in 
Constantinople 

325. Fol. 135v, top: The priest of Herakleia Themel attacking the Arabs with a semantron 

326. Fol. 135v, bottom: The Arabs of Chambdan pursuing the Byzantines of Bardas 
Phokas 

327. Fol. 136r, top: The capture of the Arab Apolasaeir, his arrival in Constantinople and 
the ca/catio by Konstantinos VII | 
Fol. 136r, middle: The capture of Konstantinos Phokas by the Emir Chambdan and his 
poisoning 

328. Fol. 136r, bottom: The grief of Bardas Phokas and the decapitation of the captured 
relatives of Chambdan 
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329. Fol. 136v: Byzantines chasing Arabs and the escape of the patrikios Niketas 
Chalkoutzes 
330. Fol. 137r, top: The announcement of the birth of a foal to the Patriarch Theophylaktos 
331. Fol. 137r, bottom: The Patriarch Theophylaktos visits his stables 
332. Fol. 137v: The consecration of the Patriarch Polyeuktos 
333. Fol. 138r: The translation of the hand of St. John the Baptist to Constantinople 
334. Fol. 138v, top: The defeat of the Byzantines by the Arabs on Crete 
335. Fol. 138v, bottom: The wife of Romanos II gives a glass with poison to a waiter, who 
offers it to Emperor Konstantinos VII Porphyrogennetos 
336. Fol. 139r, top: The death of the Emperor Konstantinos VII Porphyrogennetos 
337. Fol. 139r, bottom: Konstantinos VII hears stones falling on his chambers 
338. Fol. 139v: The coronation of the co-emperor Basileios 
339. Fol. 140r: The army of Nikephoros Phokas on Crete 
340. Fol. 140v, top: The cavalry of Leon Phokas pursuing the Arabs of Chambdan 
341. Fol. 140v, bottom: loannikios revealing a conspiracy to Romanos II 
342. Fol. 141r: Philoraios performing in the Hippodrome 
343. Fol. 141v, top: The finding of a marble ox head | 
344. Fol. 141v, middle: Romanos II ordering the removal of his mother Helena and his 
sisters from the palace 
345. Fol. 141v, bottom: The death of Helena, mother of Romanos II | 
346. Fol. 142r, top: The conquest of the city of Berroia by the men of Nikephoros Phokas 
347. Fol. 142r, bottom: The death of Emperor Romanos Il | | 
348. Fol. 142v, top: The accession to the throne of Basileios, Konstantinos and their 
mother Theophano | | 
349. Fol. 142v, bottom: The triumph of Nikephoros Phokas in the Hippodrome 
350. Fol. 143r, top: Nikephoros Phokas revealing his monk's garment to the 
parakoimomenos loseph Bringas 
351. Fol. 143r, bottom: The death of Stephanos, son of Romanos I 
352. Fol. 143v: The parakoimomenos loseph Bringas hands a letter to an envoy | 
353. Fol. 144r, top: loannis Tzimiskes and isi read a letter to Nikephoros Phokas; 
ikephoros Phokas hesitates to proclaim himself emperor | 
E bottom: Bardas Phokas seeking asylum in the church of St. Sophia 
355. Fol. 144v, top: loseph Bringas threatening the citizens of Constantinople | m 
356. Fol. 144v, bottom: The parako/momenos Basileios orders the destruction of the 
f the opponents of Nikephoros Phokas | 
oe ee top: ae imperial fleet sails to Chrysopolis to welcome Nikephoros Phokas 
358. Fol. 145r, bottom: The entry of Nikephoros Phokas into Constantinople 
359. Fol. 145v, top: The coronation of Emperor Nikephoros Phokas 
360. Fol. 145v, middle: The death of loseph a — 
. Fol. v, bottom: Pleuses kills Bardas Phokas by a 
a E i Patriarch Polyeuktos forbids Nikephoros Phokas entry to the sanctuary 
363. Fol. 146v: The Byzantine fleet sails against the Saracens of Sicily 
364. Fol. 147r, top: Nikephoros Phokas leads his soldiers to the ships — 
365. Fol. 147r, bottom: Italians kill loannes Mouzalon and defect to King M 
366. Fol. 147v, top: Emperor Romanos | dispatches the patrikios Kosmas - 2: Wines: 
367. Fol. 147v, bottom: The patrikios Kosmas disembarks in Italy and negotiate 


Dandulf ; 
368. Fol. 148r, top: Symeon the Bulgarian dispatches a messenger to the Emir Fatloun 
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369. Fol. 148r, bottom: The Calabrese Capture Arabs and Bulgarians and send them to 


Romanos | 

370. Fol. 148v, top: Romanos | sends the Arab captives back with gifts and imprisons the 
Bulgarians 

371. Fol. 148v, bottom: The liberated Arab captives appear with gifts before the Emir 
Fatloun. 


372. Fol. 149r: Konstantinos VII appoints the patrikios Malakenos leader of the army 

373. Fol. 149v, top: The Arabs of the Emir Aboulchare defeat the Byzantines 

374. Fol. 149v, middle: Konstantinos VII sends the asekretes loannes Pilatos to the Emir 
Fatloun to negotiate peace 

375. Fol. 149v, bottom: Konstantinos VII appoints Karveas, Moroleon and Marianos 
Argyros leaders of the Byzantine forces 

376. Fol. 150r, top: Konstantinos VII sends the general Manuel against the Saracens of 
Sicily 

377. Fol. 150r, bottom: The Saracens eliminate the Byzantine army in Sicily 

378. Fol. 150v, top: The army of loannes Tzimiskes defeats the Arabs near the city of 
Adana 


379. Fol. 150v, bottom: Foot soldiers of loannes Tzimiskes slaughter the Saracens on the 
Mount of Blood 

380. Fol. 151r, top: The Empress Theophano remains in the fortress of Drizion, while 
Emperor Nikephoros Phokas leaves for an expedition 

381. Fol. 151r, bottom: The army of Nikephoros Phokas besieges Mompsouestia 

382. Fol. 151v, top: The army of Nikephoros Phokas conquers Mompsouestia 

383. Fol. 151v, bottom: The envoys of Tarsos appear before an emperor 

384. Fol. 152r: Emperor Nikephoros Phokas offers a cross to the church of St. Sophia 

385. Fol. 153r: The soldiers of Michael Bourtzes attack the city of Antiochia 

386. Fol. 153v: Michael Bourtzes conquers the city of Antiochia 

387. Fol. 154r: The clergy argues with Emperor Nikephoros 

388. Fol. 154v, top: Emperor Nikephoros Phokas receives the keys to the palace 
fortifications 

389. Fol. 154v, bottom: A combat in the Hippodrome 

390. Fol. 155r: Emperor Nikephoros Phokas stoned by the citizens of Constantinople 

391. Fol. 155v: The citizens of Constantinople complain to Emperor Nikephoros Phokas. 

392. Fol. 156r, top: Emperor Nikephoros Phokas reproaches his counsellors 

393. Fol. 156r, bottom: An elderly man mocks Emperor Nikephoros Phokas 

394. Fol. 156v: The Saracens burn the Patriarch of Jerusalem loannes and the Holy 
Sepulchre 

395. Fol. 157r, top: The Empress Theophano lowers a basket to pull up loannes 
Tzimiskes and his accomplices 

396. Fol. 157r, bottom: loannes Tzimiskes and his accomplices assassinate Emperor 
Nikephoros Phokas 

397. Fol. 157v, top: The head of the assassinated Emperor Nikephoros Phokas is shown 
to his supporters 

398. Fol. 157v, bottom: A cleric warns Emperor Nikephoros Phokas of the danger in the 
coming night 

399. Fol. 158r Emperor loannes Tzimiskes and the co-emperors Basileios and 
Konstantinos 
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400. Fol. 158v: The Patriarch Polyeuktos denies loannes Tzimiskes entrance to the 
church 

401. Fol. 159r, top: Emperor loannes Tzimiskes banishes Theophano to Proikonnesos 

402. Fol. 159r, bottom: The coronation of Emperor loannes Tzimiskes by the Patriarch 
Polyeuktos 

403. Fol. 159v: Emperor loannes Tzimiskes appoints Basileios Skamandrenos as 
patriarch 

404. Fol. 160r, top: Emperor loannes Tzimiskes dispatches letters to the General of 
Mesopotamia 

405. Fol. 160r, bottom: The Byzantines under the patrikios Nikolaos defeat the Arabs 

406. Fol. 161r: The Byzantine cavalry pretends to retreat in front of the Patzinaks 

407. Fol. 161v: The magistros Bardas Skleros defeats the Patzinaks 

408. Fol. 162r, top: A Soyth attacks the magistros Bardas Skleros 

409. Fol. 162r, bottom: The patrikios Konstantinos attacks a Scyth and then grasps his 
beard to slay him | 

410. Fol. 162v: Emperor loannes Tzimiskes summons the magistros Bardas Skleros to 
Constantinople | s 

411. Fol. 163r: Bardas Phokas, abandoned by his accomplices, sleeps in his tent 

412. Fol. 163v: Bardas Phokas addresses Konstantinos Charon, who pursues him 

413. Fol. 164r, top: Bardas Phokas kills Konstantinos Charon with his mace and 
withdraws 

414. Fol. 164r, bottom: Bardas Phokas surrenders to Bardas Skleros 

415. Fol. 164v: Emperor loannes Tzimiskes receives two Scythian envoys | 

416. Fol. 165r, top: The departure of the Scythian envoys; the Byzantines camp outside 
Preslav 

417. Fol. 165r, bottom: The Byzantines pursue the Scyths 

418. Fol. 165v: The Byzantines defeat the Scyths 

419. Fol. 166r: The Byzantines conquer the city of Preslav 

420. Fol. 167r: The Byzantines defeat the Scyths 

421. Fol. 167v: Emperor loannes Tzimiskes repulses a sally of the Scyths of Dorostolon 

422. Fol. 168r: Emperor loannes Tzimiskes receives ambassadors from Konstanteia 

423. Fol. 168v: The Kkouropalates Leon and his son Nikephoros set sail from the island of 
their exile | ae 

424. Fol. 169r: The magistros loannes Kourkouas is slain by the Scyths in his attempt to 
defend a siege engine 

425. Fol. 169v: The duel between Anemas and Ikmor | 

426. Fol. 170r: The council of the Scyths under Sphendoslav | 

427. Fol. 170v: Theodoros of Mistheia uses a Scyth as a shield against the attacking 
Russians 

428. Fol. 171r, top: Emperor loannes Tzimiskes sends an envoy to Sphendoslav 

429. Fol. 171r, bottom: Anemas attacks Sphendoslav | 

430. Fol. 171v: Emperor loannes Tzimiskes orders the erection of a new church for St. 


Theodore | | 
431. Fol. 172r, top: Emperor loannes Tzimiskes fulfils the requests of the Scythian 


embassy | 
432. Fol. 172r, bottom: Emperor loannes Tzimiskes converses with Sphendoslav | 
433. Fol. 172v, top: The triumph of the Emperor loannes Tzimiskes in Constantinople 
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434. Fol. 172v, bottom: The Bulgarian ruler Boris is Stripped of his insignia before Emperor 
loannes Tzimiskes 

435. Fol. 173r, top: The Patzinaks slaughter the Scyths of Sphendoslav 

436. Fol. 173r, bottom: Emperor loannes Tzimiskes and the Patriarch Antonios Stoudites 

437. Fol. 173v: Emperor loannes Tzimiskes inquires about the rich land 

438. Fol. 174r: Bardas Skleros proclaimed emperor 

439. Fol. 174v, top: Cavalrymen join the rebel Bardas Skleros 

440. Fol. 174v, bottom: Bardas Skleros exhibits his red buskin to the bishop of 
Nikomedeia Stephanos 

441. Fol. 175r: The Saracens assassinate the Aeta/reiarches of Bardas Skleros 

442. Fol. 175v: Bardas Skleros defeats the imperial forces 

443. Fol. 176r: The protobestiarios Leon joins up with the camp-commander Petros 

444. Fol. 176v: The protobestiarios Leon defeats Michael Bourtzes 

445. Fol. 177r: Bardas Skleros defeats the protobestiarios Leon 

446. Fol. 177v: Manuel Erotikos lets enemy prisoners inspect the granary of Nikaia 

447. Fol. 178r, top: The battle between the cavalries of Bardas Phokas and Bardas 
Skleros 

448. Fol. 178r, bottom: The duel between Bardas Phokas and Bardas Skleros 

449. Fol. 178v: Bardas Skleros dispatches his brother Konstantinos to Chosroes 

450. Fol. 179r, top: The emperor dispatches his ambassador to Chosroes 

451. Fol. 179r, bottom: The appointment of the Patriarch Nikolaos Chrysoberges 

452. Fol. 180r: Emperor Basil || attacking Kontostephanos 

453. Fol. 180v: Bardas Phokas is proclaimed emperor 

454. Fol. 181r: The Byzantines under Bardas Skleros slay the Persians 

455. Fol. 182r: Emperor Basil Il executes Kalokyros Delphinas 

456. Fol. 182v: The death of Bardas Phokas 

457. Fol. 183r, top: The triumph of Emperor Basil Il in the Forum of Constantinople 

458. Fol. 183r, bottom: Emperor Basil II dispatches a letter to Bardas Skleros 

459. Fol. 183v: Emperor Basil II receives the blinded Bardas Skleros 

460. Fol. 184r, top: The appointment of the Patriarch Sisinios 

Fol. 184r, bottom: The appointment of the Patriarch Sergios 

461. Fol. 184v: The Bulgarians kill the doux Gregorios 

462. Fol. 185r, top: The Byzantines under Nikephoros Ouranos slay the Bulgarians under 
Samuel 

463. Fol. 185r, bottom: The marriage between Asotios and Samuel's daughter, Miroslava 

464. Fol. 186r: Nikolitzas’ appearance before Emperor Basil Il and his imprisonment 

465. Fol. 186v: Emperor Basil II attacks the Bulgarian camp of Samuel 

466. Fol. 195r: Konstantinos Diogenes kills Sermon 

467. Fol. 195v: Emperor Basil Il defeats the Abasgians 

468. Fol. 196r: Emperor Basil Il orders the chamberlain to be fed to the lions 

469. Fol. 196v, top: The appointment of the Patriarch Alexios 
Fol. 196v, bottom: Emperor Konstantinos VIII 

470. Fol. 197v: Emperor Konstantinos VIII condemns and blinds Nikephoros Komnenos 

471. Fol. 198r: The death of Emperor Konstantinos VIII 

472. Fol. 198v: The marriage of Romanos III Argyros with Zoë 

473. Fol. 199r: The blinding of Prousianos and the banishment of his mother 

474. Fol. 199v, top: Konstantinos Diogenes is brought in front of Emperor Romanos 
Argyros and imprisoned. 
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475. Fol. 199v, bottom: Theodora is banished from the palace and confined at Petrion 
476. Fol. 200r: Emperor Romanos III receives a delegation from Abasgia 
477. Fol. 200v: The Saracens defeat the Byzantines under Spondyles, the General of 
Antiochia 
478. Fol. 201r: Emperor Romanos lll receives an Arab delegation from Berroia 
479. Fol. 201v: Emperor Romanos II! camps at Azazion 
480. Fol. 202r, top: The Arabs attack the Byzantines of Emperor Romanos III 
481. Fol. 202r, bottom: A Byzantine eunuch attacks the Arabs 
482. Fol. 202v: The general Georgios Maniakes slaughters the Arabs 
483. Fol. 203r: Emperor Romanos lll receives Pinzarach, the Emir of Tripolis 
484. Fol. 203v: Prousianos is tonsured 
485. Fol. 204r, top: Emperor Romanos lll receives a delegation led by Amer 
Fol. 204r, bottom: The Empress Zoé tonsures her sister Theodora 
486. Fol. 204v: Arab captives are brought before Emperor Romanos III 
487. Fol. 205r, top: The Arabs attack the city of Edessa 
Fol. 205r, bottom: Georgios Maniakes sends the letter of Christ to Romanos III 
488. Fol. 206r: The widow Alde visits Emperor Romanos II! 
489. Fol. 206v, top: The assassination of Emperor Romanos III in the baths of the Great 
Palace i | 
490. Fol. 206v, bottom: The marriage of the Empress Zoé and Michael Paphlagon | 
491. Fol. 207r: loannes Orphanotrophos dispatches Ergodotes to Konstantinos 
Dalassenos | | | 
492. Fol. 207v: loannes Orphanotrophos dispatches Phagitzes with relics to Konstantinos 
Dalassenos | | l 
493. Fol. 208r: A Thracesian woman kills a Varangian and receives his possessions from 
his companions | | 
494. Fol. 208v: loannes Orphanotrophos exiles Konstantinos Dalassenos to the island of 
Plate 
495. Fol. 209r: St. Nicholas appears in the dream of loannes Orphanotrophos 
496. Fol. 210r: The Christian widow of Amer, the Amermoumnes of Egypt, dispatches an 
envoy to Emperor Michael IV | | 
497. Fol. 210v: A litany with the emperor's brothers, loannes, Konstantinos and Georgios 
498. Fol. 211r: The Patriarch Alexios dispatches a message to Demetrios, bishop of 
Kyzikos. = ik 
499. Fol. 211v, top: Emperor Michel IV dispatches a servant to solicit a loan from the 
bishop of Thessalonica Theophanes 
Fol. 211v, bottom: The money of the bishop Theophanes is presented to Michael IV, a 
servant distributes it to the clergy, and Theophanes is removed from his residence | 
900. Fol. 212r, top: Zoé asks the eunuch Sgouritzes to poison loannes Orphanotrophos; 
Sgouritzes instructs a doctor holding a beaker; a servant reveals the plot to 
Orphanotrophos l 
501. Fol. 212r, bottom: The Byzantines under Georgios Maniakes defeat the 
Carthaginians l 
502. Fol. 212v, top: The commander of Edessa Varasvatze receives the Arab leaders ; 
503. Fol. 212v, bottom: The commander of Edessa Varasvatze orders the annihilation o 
the Arab leaders and their soldiers hidden in chests - 
504. Fol. 213r: The Byzantines under Georgios Maniakes defeat the Carthaginians 
905. Fol. 213v, top: Georgios Maniakes reproaches the admiral Stephanos 
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906. Fol. 213v, bottom: Georgios Maniakes is escorted as a prisoner to Constantinople 

907. Fol. 214r: The Carthaginians besiege the city of Messina 

908. Fol. 214v: Maria, the emperor' sister, on pilgrimage to Ephesus 

509. Fol. 215r: Deleanos is proclaimed king by the Bulgarians 

510. Fol. 215v: Deleanos asks the Bulgarians to choose him or Teichomeros as ruler 

911. Fol. 216r: The stoning of Teichomeros 

212. Fol. 217r, top: The patrikios Alousianos seeks refuge in the camp of Deleanos 

213. Fol. 217r, bottom: The Thessalonians pursue the Bulgarian besiegers of their City 

214. Fol. 217v, top: Alousianos invites Deleanos to a banquet and blinds him 

915. Fol. 217v, bottom: The Byzantine Emperor Michael IV and his Soldiers in front of a 
wooden barricade 
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1. Fol. 9r: Frontispiece (Author portrait ?) 
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2. Fol. 10r: The accession of : 4. Fol. 11r, top: The Bulgarian Krum assembles his men; 
Emperor Michael | to the throne bottom: The Byzantine soldiers urge Michael | to fight Krum 


3. Fol. 10v: The coro i 
nation of Emperor Michael | 5. Fol. 11v: Battle between Byzantines and Bulgarians 
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6. Fol. 12r, top: The desertion 9. Fol. 13r, top: The argument between Leon the Armenian and Michael Travlos 
| Pp: of 
7. Fol. 12r, bottom: Battle between Sento Armenian | 10. Fol. 13r. bottom: The conversation between the Emperor Michael | and Hexaboulios 
es and Bulgarians 11. Fol. 13v, top: Michael | deliberates his abdication and the announcement of the proclama- 
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12. Fol. 13v, bottom: Leon V the Armenian in the Stoudios Monastery 15. Fol. 14v, top: Leon V and Michael Travios in the palace church 
13. Fol. 14r, top: The imperial guard 16. Fol. 14v, bottom: The exile of the imperial family 
14. Fol. 14r, bottom: Leon V gets undressed in the Chrysotriklinos 17. Fol. 15r: The journey of Bardanios to Philomilion 
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18. Fol. 15v: The monk of Philomilion and Bardanios 
19. Fol. 16r: Proclamation of Bardanios and his marching to Bithynia 
20. Fol. 16v, top: The blinding of Bardanios 
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21. Fol. 16v, bottom: Battle between Byzantines and Arabs 


22 Fol. 17r: The moonstruck woman and Emperor Michael | | 
23. Fol. 17v, top: The questioning of the moonstruck woman by Theodotos Melissenos 
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epi: bottom: The defeat of the Byzantines by the Bulgarians 
zs ipe r: Emperor Leon V honouring Thomas and Michael Travlos 
. FOI. Tov, top: The Byzantine envoys before the Bulgarian Khan Krum 
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27. Fol. 18v, bottom: The defeat of the Byzantines by the Bulgarians 
28. Fol. 19r: The defeat of the Bulgarians by the Byzantines 
29. Fol. 19v, top: The Byzantine messenger in front of the monk of Philomilion 
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30. Fol. 19v, bottom: The arrival of the message from the monk Sabbatios to Leon V 
31. Fol. 20r: Ambassadors holding gifts 
32. Fol. 20v, top: Discussion between the monk of Dagisteas and Leon V 
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33. Fol. 20v, bottom: The exile of the Patriarch Nikephoros | 
34. Fol. 21r, top: Theophanes the Confessor sending last greetings to Patriarch Nikephoros 
35. Fol. 21r. bottom: The consecration of Patriarch Theodotos Melissenos 
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36. Fol. 21v, top: Emperor Leon V orders severe punishments for crimes 
37. Fol. 21v, bottom: Patriarch Theodotos Melissenos propagates iconoclasm 
38. Fol. 22r: The choirmaster denounces the iconophiles before the Emperor Leo V 
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39. Fol. 22v: A man complains to Leon V that a senator has taken his wife away 
40. Fol. 23r, top: Emperor Leon V intones the odes 
41. Fol. 23r. bottom: Leon V is notified of the excesses of Michael Travios 
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42. Fol. 23v: Emperor Leon V condemns Michael Travlos 
43. Fol. 24r: Michael Travlos chained before Leo V and Theodosia 
44. Fol. 24v, top: The quaestor prophesies the end of Emperor Leon V 
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45. Fol. 24v, bottom: The emperor's mother dreams of the Virgin 
46. Fol. 25r, top: Emperor Leon V dreams that a certain Michael will murder him 
47. Fol. 25r, bottom: Emperor Leon V approaches Michael Travlos sleeping in the prison 
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48. Fol. 26r top: The assassination of Leon V in the sanctuary of the palace church 
49. Fol. 26r, bottom: The exile of the imperial family to the island of Prote 
50. Fol. 26v, top: Leon V' body dragged to the Hippodrome through the Skyla Gate 
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51. Fol. 26v. bottom: The proclamation of the Emperor Michael ! Travlos 
52. Fol. 27v: A general offers his daughters as wives to the guests during a banquet 
53. Fol. 28r: Theodosia in exile in the Despoton monastery and the miracle of St. Gregory 





94. Fol. 28v, top: The exchange of letters between Patriarch Nikephoros and Michael II 57. Fol. 29v: Thomas the Rebel flees to the Arabs 
95. Fol. 28v, bottom: The martyrdom of the bishop Euthymios on the order of Michael II 58. Fol. 30r: The army of Thomas the Rebel 
56. Fol. 29r: The announcement of Thomas' rebellion to the Emperor Michael II 59. Fol. 30v: Thomas the Rebel sacks a city 
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60. Fol. 31r, top: Thomas the Rebel negotiates with the Saracens 
bottom: Thomas' troops defeat the imperial army 
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61. Fol. 31v, top: The fleet of Thomas the Rebel sails towards Abydos 
62. Fol. 31v, bottom: The general Olvianos decapitates Thomas' adoptive son 
63. Fol. 32r; The iron chain prevents the fleet of Thomas from entering the Golden Horn 
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Fs (37 7. pun "ESL VA ` 

x Ka see a amori ompa ma mpon ptio vas MAOA Stwo. impel" di epa pul 
^as ul y top: Thomas the Rebel attacks Constantinople 67. Fol, 33v: The fleet of Thomas the Rebel attacks Constantinople 
65. Fol. 32v, bottom: Thomas besieges Constantinople 68. Fol. 34r: Michael II negotiates with the men of Thomas the Rebel 


66. Fol. 33r: The Procession of the Holy Cross 69. Fol. 34v, top: Thomas the Rebel kills the general Gregorios 
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70. Fol. 34v, bottom: The imperial fleet burns the ships of Thomas with the Greek fire 
71. Fol. 35r: The Bulgarian Mourtagon receives an envoy from the Emperor Michael II 
72. Fol. 35v, top: The Bulgarian troops under Mourtagon pursue the army of Thomas 
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73. Fol. 35v. bottom: The fleet of Thomas the Rebel defects to the emperor's side 
74. Fol. 36r: The imperial cavalry pursues the army of Thomas the Rebel 
75. Fol. 36v, top: Thomas the Rebel retreats to Adrianople 
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76. Fol. 36v, bottom: Emperor Michael II Travlos besie 79. Fol. 38r, top: The escape and capture of Choireas and Gazarenos 
ges Adrianople | à 
77. Fol. 37r: The capture and punishment of Thomas the Rebel by Emperor Michael II 80. Fol. 38r, bottom: The Arabs of Mies iod em T 
78. Fol. 37v: Anastasios, the son of Thomas the Rebel, is taken to Emperor Michael II 81. Fol. 38v: The Arabs set sal! tor y 
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82. Fol. 39r: The Amermoumnes orders the torching of the Arab ships 
83. Fol. 39v, top: The Arabs (Cretans) defeat the Byzantines 
84. Fol. 39v, bottom: A monk shows the Arabs where to build the city of Chandax 
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85. Fol. 40r: The martyrdom of St. Cyril, bishop of Gortys 
86. Fol. 40v, top: The Byzantines land on Crete and defeat the Arabs 
87. Fol. 40v, bottom: The Arabs of Crete slay the sleeping Byzantines 
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91. Fol. 42r, top: The death of Emperor Michael Il Travlos 


iyd 41r, top: The Arabs pursue the general Krateros and hang him on the island of Kos 
| o5. 2 is Es ttom: The Byzantines under Ooryphas ambush and defeat the Arabs of Crete 92. Fol. 42r, bottom: The accomplices of Michael Il step forth in order to be honoured 
——————— cat sales aii 93. Fol. 42v: The proclamation of Emperor Theophilos 
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94. Fol. 43r, top: Theophilos orders the Eparch of Constantinople to execute the accomplices 
of Michael II Travios 96. Fol. 43v, top: Theophilos visits the market of Constantinople; a flagellation scene 
95. Fol. 43r, bottom: The ride of the Emperor Theophilos to the Blachernai church 97. Fol. 43v, bottom: An outing of the Emperor Theophilos 
98. Fol. 44r, top: Emperor Theophilos on the ship of Empress Theodora 
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102. Fol. 45r, bottom: Emperor Theophilos argues with Empress Theodora 
103. Fol. 45v: A general presents a horse to the Emperor Theophilos 
104. Fol. 46r, top: The widow of a soldier blames Theophilos for the death of her husband 


99. Fol. 44r, bottom: The burning of the empress' ship on the emperor's command 
100. Fol. 44v: The veneration of the icons by the five daughters of Theodora 
101. Fol. 45r, top: The eunuch Denderis surprises the Empress Theodora 
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105. Fol. 46r, bottom: The widow complains to Emperor Theophilos 108. Fol. 47v, top: loannes Synkellos gives the Arabs presents | 
106. Fol. 46v: The Emperor Theophilos interrogates the general 109. Fol. 47v, bottom: The emir releases one hundred Byzantine captives 


107. Fol. 47r: Theophilos sends his former teacher loannes Synkellos to the ruler of Syria 110. Fol. 48r: The church of the Archangel in the forecourt of the Bryas palace 
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111. Fol. 48v: A dispute between the Emperor Theophilos and the iconophiles 
112. Fol. 49r, top: Theophilos tortures the Abrahamites monks; the burial of one of the monks 
113. Fol. 49r, bottom: A monk defending the veneration of the icons 
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114. Fol. 49v, top: Theophilos orders the beating of a monk. A monk debates with Synkellos 
115. Fol. 49v, bottom: Emperor Theophilos argues with the monk and painter Lazaros 
116. Fol. 50r, top: Theophilos orders the torture and imprisonment of the monk Lazaros 
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117. Fol. 50r, bottom: Lazar inti i ; 
' OS 120. Fol. 51r: Theophan otes from the Bibl 
118. Fol. 50v, top: Eee ae udin Ep 121. Fol. 51v " The bunting oF ho two rapto seo 
119. Fol. 50v, bottom: The Graptoi brothers ines um 122. Fol. 51v, bottom: The leonophiies — 
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126. Fol. 53v: The marriage between Theophobos and the sister of Emperor Theophilos 
127. Fol. 54r: The Byzantine army under Emperor Theophilos retreats towards a mountain 
128. Fol. 54v: The Byzantine cavalry pursues the Agarens 


«I poa 52r: Emperor Theophilos conducting a choir 
E E şi The burial of Maria, the daughter of Emperor Theophilos 
. FOl. 53r: The request of the Persians regarding the child Theophobos 
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129. Fol. 55r, top: Theophilos regards the skills of an Agaren prisoner in the Hippodrome 132. Fol. 55v, bottom: The expedition of Emperor Theophilos with Methodios 
130. Fol. 55r, bottom: Theodoros Krateros boasts to the Emperor Theophilos 133. Fol. 56r: Methodios advises Theophilos. The retreat of Emperor Theophilos 
134. Fol. 56v: Emperor Theophilos dispatches a monk as ambassador to Manuel 


131. Fol. 55v, top: Theodoros Krateros throws the Agaren from his horse 
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138. Fol. 57v, bottom: Emperor Theophilos orders the tonsuring of Martinakios 
139.Fol. 58r, top: loannes Synkellos using /ekanomanteta 


135. Fol. 57r, top: Emperor Theophilos promotes Manuel to magistros 
136. Fol. 57r, bottom: The consecration of loannes as patriarch itati ios Stratiotikos 
137. Fol. 57v, top: An Arab woman predicts the future to Emperor Theophilos 140. Fol. 58r, bottom: The decapitation of Georgios Strato 
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141. Fol. 58v: Conquest of Sozopetra by the Byzantines 
142. Fol. 59r: Victory of the Byzantines over the Saracens 
143. Fol. 59v: The siege of Amorion 
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144. Fol. 60r: The Byzantine delegation to the Amermoumnes 
145. Fol. 60v, top: The Saracens conquer Amorion 
146. Fol. 60v, bottom: The Saracen delegation to Theophilos 


` 


naer 3 Fw o. , Af 
© up uae aL 2 o Ky Teme mig Lt o) ep a 


147. u y E top: Maltreatment of the Byzantine ambassadors by the Saracens 
. Fol. 61r, bottom: Byzantine embassy to the king of the Francs 
149. Fol. 61v, top: Theophilos speaks to the senators 
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150. Fol. 61v bottom: Death of Theophilos 
151. Fol. 62r, top: The head of Theophobos is being brought to Theophilos 
152. Fol. 62r, bottom: Accession of Michael Ill to the throne 
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153. Fol. 62v: The Stoudites monks visit the ill regent Manuel 
154. Fol. 63r: Manuel hurries to the palace 
155. Fol. 63v, top: The council of 843 A.D. 
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156. Fol. 63v, bottom: The visits to the Patriarch loannes Grammatikos 
157. Fol. 64r: The consecration of the Patriarch Methodios 
158. Fol. 64v, top: loannes Grammatikos orders a deacon to destroy the icons 
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US is 64v, bottom: The flagellation of loannes Grammatikos 
r: loannes Grammatikos and the bronze statue of the Hippodrome 
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161. Fol. 65v: A woman accuses the Patriarch Methodios of cohabitating with her 
162. Fol. 66r, top: Court scene 
163. Fol. 66r, bottom: The Patriarch Methodios lifts his garments and shows his genitals 
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164. Fol. 66v, top: ; : ; 
165. Fol. 66v Pii dai men embrace and kiss the Patriarch Methodios 167. Fol. 67v, top: Theodora speaks with the Graptoi brothers 
- 466. Fol ae cdi Manuel orders the questioning of the accusator 168. Fol. 67v, bottom: A Bulgarian delegation visits Theodora 
(o MF. Tne woman is threatened by soldiers 169. Fol. 68r: The Bulgarians appeal to the God of the Christians for help 
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170. i we Je i aa of the ruler of the Bulgarians Boris 
O r: The eradication of the M 
pen anichaioi 
Fol. 70r: Michael IIl asks Theodora and the regent Theoktistos to promote his teacher 


uod eder mg ? AC 
Ss Mp I Puts Se - - TOME á 2 
qu rps erp T opt rtr LET TR t4 


Lu "hu b. NE Hes 


XT "S 





, "Y 
- LI 
a £^ «y? 4 
omg dom cmt 
, im d 






, WT. AC e ad 1 a ^ 7 : ^ j 
you ye Tet v wpe orale yon Ko y T roua alkeis um v (gem ktirTu et) 


173. Fol. 70v, top: The assassination of Theoktistos 
174. Fol. 70v. bottom: Theodora insults Michael III and Bardas 
175. Fol. 71r: Theodora addresses the senators 
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176. Fol. 71v: Tonsure of Theodora and her daughters 
177. Fol. 72r: The siege of Samosata by the Byzantines 
178. Fol. 72v: Battle between Byzantines and Manichaioi 
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179. Fol. 73r: Petronas consults the monk loannes 
180. Fol. 73v, top: Defeat of the Saracens by the Byzantines 
181. Fol. 73v, bottom: Petronas returns to Constantinople with the monk loannes 
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182. Fol. 74v: Arab teachers make geometric drawings in front of their ruler and a captive 
183. Fol. 75r: The envoys of Mamum bring a letter to Leon the Philosopher 
184. Fol. 75v: Mamum sends an ambassador to Emperor Theophilos 
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185. Fol. 76r: The appointment of the Patriarch Ignatios 
186. Fol. 76v, top: Confinement of the Patriarch Ignatios in the tomb of Kopronymos 
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187. Fol. 76v, bottom: Consecration of the Patriarch Photios 
188. Fol. 77r: The system of transmitting messages by fire signals 
189. Fol. 77v: Emperor Michael III racing near the church of St. Mamas 
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190. Fol. 78r, top: The Emperor Michael III receives a message 
191. Fol. 78r, bottom: Emperor Michael Ill encounters a woman returning from the baths 
192. Fol. 78v: Gryllos and his sacrilegious ensemble mock the Patriarch Ignatios 
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193. Fol. 79r: The dream of Bardas 
194. Fol. 80r, top: The assassination of Bardas 
195. Fol. 80r, bottom: Coronation of Basileios as co-emperor 
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196. Fol. 80v, top: The proclamation of Basilikinos as co-emperor 
197. Fol. 80v, bottom: The assassination of Emperor Michael III 
198. Fol. 81r: Artabanos and Kleienes hand a letter to Emperor Leon. The emperor sends 
them to Macedonia 
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| i —M | m of the abbot of the Diomedes monastery. 
199. Fol. 82r, top: Koutragon tries to convert the Christians. He orders their decapitation 202. Fol. 83v: St. Diomedes ape a arate Basileios 
200. Fol. 82r, bottom: Koutragon liberates the Byzantine captives and caresses Basileios 203. Fol. 84r, top: The dream of Basileios' mother; a woman interprets it to her. 


201. Fol. 82v: Basileios' parents in the fields and an eagle protecting the child Basileios 
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204. Fol. 84r, bottom: A monk of St. Andreas welcomes Basileios and his master Theophilos 
205. Fol. 84v: Danielis converses with a monk. Danielis visits Basileios in his sick bed 
206. Fol. 85r: Danielis and her son dine with Basileios. Basileios and loannes in a church 
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207. Fol. 85v, top: Basileios defeats a Bulgarian in wrestling 


208. Fol. 85v, bottom: The Emperor Michael III hunting. The pursuit of his horse. 
209. Fol. 86r, top: Basileios pursues and brings back the horse of the emperor 
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m 210. Fol. 86r, bottom: Basileios hunts a wolf 
211. Fol. 86v, top: Leon the Philosopher prophesies the elimination of the ruling dynasty 
212. Fol. 86v, bottom: Theodora, the mother of Michael III, faints 
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213. Fol. 87r: The Emperor Michael III calms his mother 
214. Fol. 87v, top: Michael Ill marries Basileios to Eudokia 
215. Fol. 87v, bottom: The imperial cavalry on its way to Crete 
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simal Bas e ud His delegation of Croats and Serbs to the Emperor Basileios | 
p: : rab Souldanos interrogates the ambassador of Capua and Benevento 
18. Fol. 97r, bottom: The death of the ambassador 
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219. Fol. 97v: The Saracens under Souldanos besiege Eurippos 
220. Fol. 98v: Ooryphas punishes the Cretan Arabs 
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221. Fol. 99r; The Byzantine general Nasar returns to Constantinople with booty 
222. Fol. 99v, top: The Saracens kill the protobestiarios Prokopios 
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223. Fol. 99v, bottom: The Byzantines conquer Taranto and sell its citizens as slaves 
224. Fol. 100r, top: Leon Apostypes is dragged before Basileios l; he is exiled 
225. Fol. 100r, bottom: The punishment of Leon Apostypes at the order of Basileios | 
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226. Fol. 100v: The Arabs of Carthage conquer Syracuse 
221. Fol. 101r, top: The demons of Elos confirm the fall of Syracuse to the admiral Adrianos; 
bottom: Refugees from Syracuse confirm the loss of the city to the admiral Adrianos 
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228. Fol. 101v: The Byzantines of Nikephoros Phokas conquer Amantia 
229. Fol. 102r, top: Danielis travels to Constantinople 
middle: Emperor Basileios | receives Danielis 
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; 230. Fol. 102r, bottom: Danielis visits Emperor Leon VI 
31. Fol. 103v, top: A priest describes miracles from the Gospel to the ruler of the Russians 
232. Fol. 103v, bottom: The miracle with the Gospel 
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233. Fol. 104r: Basileios | sends a messenger to two magistro! 
234. Fol. 104v, top: The monk Sandabarenos advises Leon to carry a knife 
235. Fol. 104v, bottom: The monk Sandabarenos denounces Leon to Basileios | 
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hapter about the reign of Leon VI 
236. Fol. 105r: Leon offers a knife to his father, Emperor Basileios | 239. Fol. 106r: Audience irae sni n : “lis mp kae den 
237. Fol. 105v, top: A banquet of Emperor Basileios | with the senators 240. Fol. 106v: A po interronation of the Patriarch Photios 
238. Fol. 105v, bottom: Emperor Basileios | orders the hair of his son Leon be cut 241. Fol. 107r, top: g 
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245. Fol. 108v: The Turks (Hungarians) pursue the Bulgarians under Symeon to Rodostolon 
Leon VI receives a Bulgarian delegation from Symeon 
er the domestikos Katakalon 


242. Fol. 1 : 
243. Fol. dessa Ideo [aan i at the feet of the Patriarch Photios 
e Duke of Lombardy, Agion, defeat the Byzantines 246. Fol. 109r, top: The Emperor 


244. Fol. 108r: The Bulgari 
garians under Symeon defeat the Byzantines 247. Fol. 109r, bottom: The Bulgarians defeat the Byzantines und 





251. Fol. 110v, top: The Agarens kill the Byzantines of Tauromenion 
252. Fol. 110v, bottom: Attempt on Leon VI's life in the Mokios church 
253. Fol. 111r: Two heralds inform Leon VI of the attack by the Agarens 


248. F í/ | 
is Eu or i gb Samonas reports to Emperor Leon VI a conspiracy 
ae ee m eid T: men record the discussion between Basileios and Samonas 
: j m: Leon VI lets a man read the report by Samonas to the senators 
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e Patriarch Euthymios 
against Andronikos Doukas 
Ouzer informs the Amermoumnes 


294. Fol. 111v: The A ' 
garens under Leon Tripolit | 
255. Fol. 112r. top: Em polites conquer Thessalonica 257. Fol. 112v: 
256. Fol. 112r. potion The Patriarch Nikol pp— 258. Fol. 113r Miren mus C see VI 
Ikolaos Mystikos baptises Leon VI's son 259. Fol. 113v, top: A Saracen brings a candle to Ouzer. 





260. Fol. 113v, bottom: K i o-em 
' . Konsta ism i m 
ntinos Doukas and his men distract their pursuers 263. Fol. 114v, bottom: Coronation of Konstantinos VII as c peror 


s in St. Tarasios 


261. Fol. 114r: Leon VI wa i 
rns Konstantinos Doukas not to plan any revolt 264. Fol. 115r: The tonsuring of the eunuch Konstantino 
torion of St. Sophia 


262. Fol. 114v top: The Arab en 
, envoys are le 2 F f | f n in mi 
y re led to St. Sophia 65. Fol. 115v, top: eon VI finds an insulti q letter in the yita 
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266. Fol. 115v, bottom: Leon VI and Pantoleon: Discussion between Samonas and Pantoleon 


269. Fol. 116v, top: Leon VI addresses the senate from his deathbed 
267. Fol. 116r, top: Michael Tzirithon reveals the provenance of the insulting letter 
268. Fol. 116r, bottom: Death of Leon VI 


tinos 
bottom: Emperors Alexandros and Konstan | 
270. Fol. 117r: Alexandros discharges the Patriarch Euthymios; Euthymios assaulted 
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271. Fol. 117v: A — 
272. Fol. 118r: (i erster qu E Iron ef emperi Alexandros 274. Fol. 118v, middle: Konstantinos Doukas and his men arrive at Constantinople 
S the reigns over to his nephew Konstantinos bottom: Niketas and Konstantinos Heladikos visit Konstantinos Doukas 
t to enter the Hippodrom 


273. Fol. 118v, top: Art i | 
p: Artabasdos gives a letter to the domestikos Konstantinos Doukas 275. Fol. 119r, top: Konstantinos Doukas rebels attemp 
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276. Fol. 1 om: Battle | | 
nth 1 = pii ia between the imperial cavalry and the rebels 
. Fol. v: The logothetes Thomas receives a linen cloth 
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8. Fol. 120r: Konstantinos VII dining with the Bulgarian ruler Symeon 
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279. Fol. 120v: The retum 
280. Fol. 121r, top: The conquest o 
281. Fol. 121r, bottom: The Byzantine So 
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282. Fol. 121v: The Byzantines defeat the Bulgarians 
283. Fol. 122r: The Bulgarians pursue the Byzantines 
284. Fol. 122v: The Byzantines defeat the Bulgarians 
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285. Fol. 123r, top: The teacher of Konstantinos VII, Theodoros, pacer ves e to ask 
for the help of Romanos Lekapenos; Romanos refuses to support the € oi iss 
286. Fol. 123r, bottom: Konstantinos VII sends a personal letter to Romanos Lekap 


287. Fol. 123v, top: Romanos Lekapenos orders the arrest of Konstantinos Doukas 
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288. Fol. 123v, bottom: Zoé discusses with the senate and Patriarch Nikolaos 
289. Fol. 124r, top: The sailors throw stones at the envoys of Zoé 
bottom: Zoé addresses the sailors from the Boukoleon palace 
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290. Fol. 124v: Zoé begs her son not to send her away, the emperor orders the men to leave 


his mother in peace 
291. Fol. 125r, top: Romanos Lekapenos kisses the feet of Konstantinos VII; Romanos and 
Konstantinos VII swear loyalty to each other in the Pharos church 
292. Fol. 125r, bottom: The marriage between Emperor Konstantinos VII and Helene. 
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293. Fol. 125v: Symeon reads the chrysobull of the emperor to Leon Phokas' men 
294. Fol. 126r, top: Leon Phokas' men defect to the side of Romanos Lekapenos 
Fol. 126r, middle: The escape of Leon Phokas and his men 
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295. Fol. 126r, bottom: The arrest and blinding of Leon Phokas 
296. Fol. 126v, top: The blinding and the pillory of the conspirators —— 
297. Fol. 126v, bottom: The banishment and tonsuring of the Empress Zoé 
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phoros, son of Romanos | 
advises Patriarch Tryphon 
ch Tryphon addresses the synod 


301. Fol. 127v, bottom: The death of Christo 
302. Fol. 128r, top: Theophanes Chroirinos 
303. Fol. 128r, bottom: The Patriar 


298. 
o a top: The Byzantines conquer Melitene 
ees ee otom: The death of Patriarch Stephanos 
v, top: The consecration of Patriarch Tryphon 
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| | | ation of Anna 
304. Fol. 128v, top: The Patriarch Tryphon writes his name 307. Fol. 129r, bottom: The marriage of Stephanos and Anna om "A 
305. Fol. 128v, bottom: The resignation of Tryphon is read in the Synod and his removal 308. Fol. 129v, top: Byzantines attack Russians; ame ST nns sie ie 
306. Fol. 129r, top: The consecration of the Patriarch Theophylaktos 309. Fol. 129v, bottom: Russians shoot arrows a! "Yr 
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310. Fol. 130r: The Byzantine fleet attacks the Russian fleet 
311. Fol. 130v: The marriage of Romanos and Bertha-Eudocia 
312. Fol. 131r, top: The arrival and veneration of the Mandylion in Constantinople 
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amese twins from Constantinople 


314. Fol. 131r, bottom: The operation of the Siamese twins 
315. Fol. 131v: The removal of Romanos | and his tonsuring 


313. Fol. 131r. middle: The removal of the Si 
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316. Fol. 132r: Basileios Peteinos advises Stephanos Lekapenos 
317. Fol. 132v: The exile of Romanos | to the island of Prote 
318. Fol. 133r, top: Konstantinos VII having breakfast with Stephanos and Konstantinos 
Lekapenos and the arrest of the latter 


pate conc ste cp ven 

dn » » ^ > > e 

2177] CK wHt W x4 ^ LT ^ ev 
Bac) mnm tpo apies F rhu ja 


Ey <> + 










~ 


m 
| V ; "e 
é on) fe, 
T mm y bar fuma v 


ENTREE ite ME 
n E | ACT F vt Kos jui tage e TUB i Te cuy- Koi Te apa am) 


? | wo i ~ è " ` 5 ws r ` | i g / 
( JE miter | Urol) co iare Kuppe ri argu rope ico it 
* ` ‘ + ^ ^ e ^; ^ e ^w P ` » 
agay: Va dee mnam eaune jpa kiwe. Kaito ywr co mayen 9 md ri T aida 
^ à; n a á a . y ' 
gnum ine ar ovid | cU : | 


f 
qo 


^ 


ERs ~e 





een DEL 





319. Fol. 133r. bottom: The end of Konstantinos Lekapenos 
320. Fol. 133v, top: The death of the Emperor Romanos | Lekapenos 
bottom: The coronation of Romanos, son of Konstantinos VII 
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arians and the execution of Bolosodes 
s VII Porphyrogennetos in Constantinople 
| attacking the Arabs with a semantron 


321. Fol. 134r: A school duri i 
322. Fol. 134v, top: The punis uring the reign of Konstantinos VII 
, top: punishmen i : ; 324. : 
323. Fol. 134v, ditan hs nie oF the ‘conspirators against Konstantinos VII dicen fis chem idi 
| ptism of the Hungarian Bolosodes 325. Fol. 135v, top: Tha ed of Herakleia Theme 
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326. Fol. 135v, bottom: The Arabs of Chambdan pursuing the Byzantines of Bardas Phokas 
327. Fol. 136r, top: The capture of the Arab Apolasaeir, his arrival in Constantinople and the 
calcatio by Konstantinos VII birth of 
Te ouncement of the bi 
middle: The capture of Konstantinos Phokas by the Emir Chambdan and his poisoning 330. Fol. 137r, top: The ann 


ils dán 
328. Fol. 136r. bottom: The grief of Bardas Phokas; decapitation of the relatives of Chamb 





331. Fol. 137r, bottom: The Patriarch Theophylaktos visits his stabl 334. Fol. 138v, top: The defeat of the Byzantines by the Arabs on Crete 
es 335. Fol. 138v, bottom: The wife of Romanos ll gives a glass with poison to a waiter, who 


333. Fol. 138r: The translati he han nn 
tion of the hn the | ' Porph 
and of St. John the Baptist to Constantinople 336. Fol. 139r, top: The death of the Emperor Konstantinos VII Porphyroge etos 





337. Fol. 139r, bottom: Konstantinos VII h 
338. Fol. 139v: The coronation o 
339. Fol. 140r: The army of Nikephoros Phokas on Crete 


| rabs of Chambdan 
! Phokas pursues the Ara 
i i 340. Fol. 140v, top: The cavalry of Leon E a Bomanos |i 
ears stones falling on his chambers 0 he ah bottom: loannikios reveals 2 conspiraey 1o Ror 
f the co-emperor Basileios 342. Fol. 141r: Philoraios performing in the Hipp 
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| : | s Phokas 
344. Fol. 141 die Fol. 141v, top: The finding of a marble ox head 346. Fol. 142r, top: The conquest of the city of Berroia by the ie i E 
. Fol. v, middle: Romanos Il orders the removal of his mother Helena and his sisters 347. Fol. 142r, bottom: The death of iho Emperor nd their mother 
345. Fol. 141v, bottom: The death of Helena, mother of Romanos Il 348. Fol. 142v, top: The accession to the throne of Basileios, Konstantinos a 
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i i 352. Fol. 143v: The parakoimomenos loseph — to letter to Nisibhores Phokas: 
349. Fol. 142v, bottom: The triumph of Nikephoros Phokas in the Hippodrome 353. Fol. 144r, top: loannes Tzimiskes and Kourkouas rea 
350. Fol. 143r, top: Nikephoros Phoka 


S revealing his monk's garment to loseph Bringas 


351. Fol. 143r, bottom: The death of Stephanos, son of Romanos | 


Ka? s 
Nikephoros Phokas hesitates to proclaim pren onl M 
354. Fol. 144r, bottom: Bardas Phokas seeking asylum in the 
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355. Fol. 144v, top: loseph Bringas threatens the citizens of Constantinople 
ol. 144v, bottom: The parakoimomenos Basileios orders the destruction of houses 
ol. 145r, top: The imperial fleet sails to Chrysopolis to welcome Nikephoros Phokas 
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358. Fol. 145r, bottom: The entry of Nikephoros Phokas into dcm 
359. Fol. 145v, top: The coronation of the Emperor Nikephoros Phokas 
360. Fol. 145v middle: The death of loseph Bringas 
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-— 361. Fol. 145v, bottom: Pleuses kills Bardas Phokas by accident 
362. Fol. 146r: Patriarch Polyeuktos forbids Nikephoros Phokas entry to the sanctuary 
363. Fol. 146v; The Byzantine fleet sails against the Saracens of Sicily 
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ads his soldiers to the ~ 33 

King Dandu 
365. Fol. 147r, bottom: Italians kill loannes : a ae 
366 | Fol. 147v top: Emperor Romanos | dispatches the patrikios 
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364. Fol. 147r, top: Nikep Mouzalon and defec 
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Edd Sin Node bottom: Kosmas disembarks in Italy and negotiates with King Dandulf 
Ee pla. da Symeon the Bulgarian dispatches a messenger to the Emir Fatioun 
r, oottom: The Calabrese send captured Arabs and Bulgarians to Romanos | 
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s | sends the Arabs back with gifts and imprisons the Bulgarians 
ear with gifts before the Emir Fatloun. 
trikios Malakenos leader of the army 


370. Fol. 148v, top: Romano 
371. Fol. 148v, bottom: The liberated Arabs app 


372. Fol. 149r: Konstantinos VII appoints the pa 
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373. Fol. 149v, top: The Arabs of the Emir Aboulchare defeat the Byzantines 
374. Fol. 149v, middle: Konstantinos VII sends loannes Pilatos to the Emir Fatloun 
375. Fol. 149v, bottom: Konstantinos VII appoints Karveas, Moroleon and Marianos Argyros 
leaders of the Byzantine forces 
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376. Fol. 150r, top: Konstantinos VII sends the general Manuel against the Saracen 


77.F [ m h ntine army in cil 
3 ol. 150r, bottom: he Saracens eliminate t om e yi - y 
378. Fol. 150v, top: The army o zimisk defeats he Arabs nea Adana 
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379. Fol. 150v, bottom: Foot soldiers of loannes Tzimiskes slaughter the Saracens 
380. Fol. 151r, top: Theophano in Drizion: Nikephoros Phokas leaves for an expedition 
381. Fol. 151r, bottom: The army of Nikephoros Phokas besieges Mompsouestia 
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383. Fol. 151v, bottom: The envoys of Tar 


384. Fol. 152r: Nikephoros Phokas offers a cross to the church of St. Sophia 
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Phokas receives the keys to the palace fortifications 
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385. Fol. 153r: T i : 
. The soldiers of Michael Bourtzes attack the city of Antiochi 
| j ioch 8.F . 
chia 588. Fol. 154v, top: Nikephoros 
the citizens of Constantinople 


386. Fol. 153v: Miche 
387. Fol. eins conquers the city of Antiochia 
?rgy argues with Emperor Nikephoros 389. Fol. 154v, bottom: A co 
390. Fol. 155r: Emperor Nikephoros Phokas stoned by 
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391. Fol. 155v: The citizens of Constantinople complain to Emperor Nikephoros Phokas. 
392. Fol. 156r, top: The Emperor Nikephoros Phokas reproaches his counsellors 
393. Fol. 156r, bottom: An elderly man mocks Emperor Nikephoros Phokas 
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394. Fol. 156v: The Saracens burn the Patriarch of qr e ce Crimiskes 
- The Empress Theophano lowers a basket ll up 
"oe. Fa E sm i i Icon Tzimiskes and his accomplices kill Nikephoros Phokas 
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397. Fol. 157v, top: The head of Nike 


phoros Phokas is shown to his supporters | 
398. Fol. 157v, bottom: A cleric warns Nikephoros Phokas of the danger in the coming night 
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399. Fol. 158r: Emperor loannes Tzimiskes and the co-emperors Basileios and Konstantinos 402. Fol. 159r, botto 
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403. Fol. 159v: | es Tzimi 
404. Fol. 160r, top: E ue E i n appoints Basileios Skamandrenos as patriarch 
405. Fol. 160r, bottom: bores despatches letters to the General of Mesopotamia 
yzantines under the patrikios Nikolaos defeat the Aris 
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406. Fol. 161r: The Byzantine cavalry pretends to retreat in front of the Patzinaks 
407. Fol. 161v: The magistros Bardas Skleros defeats the Patzinaks 
408. Fol. 162r, top: A Scyth attacks the magistros Bardas Skleros 
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j 409. Fol. 162r, bottom: The patrikios Konstantinos attacks a Scyth 
10. Fol. 162v: loannes Tzimiskes summons the magistros Bardas Skleros to Constantinople 
411. Fol. 163r: Bardas Phokas, abandoned by his accomplices, sleeps in his tent 
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| i Charon 
412. Fol. 163v: Bardas Phokas addresses Konstantinos | 
413. Fol. 164r, top: Bardas Phokas kills Konstantinos Charon and withdraws 
| 414. Fol. 164r, bottom: Bardas Phokas surrenders to Bardas Skleros 
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415. Fol. 164v: : 
416. Fol. 165r td us ru loannes Tzimiskes receives two Scythian envoys 
417. Fol. 1 en pers of the envoys; the Byzantines camp outside Preslav 

i | r, bottom: The Byzantines pursue the Scyths 
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418. Fol. 165v: The Byzantines defeat the Scyths 
419. Fol. 166r: The Byzantines conquer the city of Preslav 
420. Fol. 167r: The Byzantines defeat the Scyths 
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421. Fol. 167v: Emperor loannes Tzimiskes repulses a sally of the Scyths of Dorostolon 
422. Fol. 168r: Emperor loannes Tzimiskes receives ambassadors from Konstanteia 
423. Fol. 168v: Leon and his son Nikephoros set sail from the island of their exile 
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424. Fol. 169r: The magistros loannes Kourkouas is slain by the Scyths 
425. Fol. 169v: The duel between Anemas and Ikmor | 
426. Fol. 170r: The council of the Scyths under Sphendoslav 
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427. Fol. : TE i i 
po pis Tue of Mistheia uses a Scyth as a shield against the Russians 
ps r, top: loannes Tzimiskes sends an envoy to Sphendoslav 
. Fol. 171r, bottom: Anemas attacks Sphendoslav 
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430. Fol. 171v: loannes Tzimiskes orders th 
431. Fol. 172r, top: loannes Tzimiskes fulfils the requests of the Scythian e 
432. Fol. 172r, bottom: loannes Tzimiskes converses with Sphendosiav 
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433. Fol. 172v, top: The triumph of the Emperor loannes Tzimiskes in Constantinople 
434. Fol. 172v, bottom: The Bulgarian ruler Boris is stripped of his insignia 
435. Fol. 173r, top: The Patzinaks slaughter the Scyths of Sphendoslav 


" c l 2 
"peels ET FF Sie ib V whew" 2 6 ee ee ale | ` 





^ i K Pe a j 
eire Na Akdin tdt PAAR 


j =o A ae om |; Sun E ! ,Q bos » 
iuum A tit Lam AEE Tumprap yovi mU Nuta n6 77 Mau euo AM me abo cM Ten ot 
Curt Rr as recut IL Cs P epe ' 
>. ~~ ae 







Pu 





, | «a '|. F ^ i 
Aiie. Lm ue i dLa T nu "t a- Aeration fot usvew. T poet x CtyasTEM " 






- ^ e. a^ * $ 

hati VSTi sant pea) TUI M 

t Tempi 7. 5 
ie a 





A ; , 

j , WEEK o (© * s. 4 a 

moti auT^ au out prec Lua, Ku vuv geri mew yes co wip ado egui 
d 7 i 


* " 4 dd 7 
EU T "Ul" Aiit y KaTa poo TU T Laur, 


Rap dari P 










, 
I i / e " V 


Á art ek te ri sen Z4; e, a£ ) dri 


E 
& A einai ere dente inlay vive upu- Agy ti 
i ites 
436. Fol. 173r, bottom: The Emperor loannes Tzimiskes and the Patriarch € a, 
| 437 Fol 173v: The Emperor loannes Tzimiskes inquires about the ric 
| | 438. Fol. 174r: Bardas Skleros proclaimed emperor 
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439. Fol. 174v, top: Cavalrymen join the rebel Bardas Skleros 


440. Fol. 174v, bottom: Bardas Skleros exhibits his red buskin to bishop Stephanos 
441. Fol. 175r: The Saracens assassinate the hetaireiarches of Bardas Skleros 
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442. Fol. 175v: Bardas Skleros defeats the imperial forces 


:j joi the camp-commander Petros 
. Fol. 176r: Leon joins up with A 
M al 176v: The protobestiarios Leon defeats Michael Bourtz 
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445. Fol. 177r: Bardas Skleros defeats the protobestiarios Leon 


446. Fol. 177v: Manuel Erotikos lets enemy prisoners inspect the granary 
447. Fol. 178r, top: The battle between Bardas Phokas and Bardas Skleros 
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en | E 79r, top: The emperor dispatches his ambassador to Chosroes 
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[. ie eni e appointment of the Patriarch Nikolaos Chrysoberges 
M : e Emperor Basil Il attacking Kontostephanos 
ol. 180v: Bardas Phokas is proclaimed emperor 
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454. Fol. 181r: The Byzantines under Bardas Skleros slay the Persians 


455. Fol. 182r: Emperor Basil Il executes Kalokyros Delphinas 
456. Fol. 182v: The death of Bardas Phokas 
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457. Fol. 183r, top: The triumph of Emperor Basil II in the Forum of Constantinople 
458. Fol. 183r, bottom: Emperor Basil || dispatches a letter to Bardas Skleros 
459. Fol. 183v: Emperor Basil Il receives the blinded Bardas Skleros 
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460. Fol. 184r, top: The appointment of the Patriarch Sisinios 
bottom: The appointment of the Patriarch Sergios 
461. Fol. 184v: The Bulgarians kill the doux Gregorios 
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462. Fol. 185r, top: T 
463. Fol. 185r. sei | To LM under Nikephoros Ouranos slay the Bulgarians 
464. Fol. 186r: Nikolitzas' a riage between Asotios and Samuel's daughter, Miroslava 
ppearance before Emperor Basil I| and his imprisonment 
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Il attacks the Bulgarian camp of Samuel 


tantinos Diogenes kills Sermon 
| I| defeats the Abasgians 


465. Fol. 186v: Emperor Basil 
466. Fol. 195r: Kons 
467. Fol. 195v: Emperor Basi 








s VIII condemns and blinds Nikephoros Komnenos 


f Emperor Konstantinos VIII 
Ill Argyros with Zoé 


468. Fol. 196r: E ; 
469. Fol. 196v, dee orders the chamberlain to be fed to the lions 

stipes E appointment of the Patriarch Alexios: 470. Fol. 197v; Emperor Konstantino 

: Emperor Konstantinos VIII 471. Fol. 198r: The death o 

472. Fol. 198v: The marriage of Romanos 
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-— El Ez 199r: The blinding of Prousianos and the banishment of his mother 476. Fol. 200r: iSi gti bodie Evzolitinós under Spondyles, the Genera! of Antioch 
. Fol. 199v, top: Diogenes is brought in front of Romanos Argyros and imprisoned. 477. Fol. 200v: The Saracens Ramenos IIl receives an Arab delegation from Berroia 


475. Fol. 199v, bottom: Theodora is banished from the palace and confined at Petrion 478. Fol. 201r; Emperor 
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479. Fol. 201v: Emperor Romanos III | 
| | camps at Azazion 
480. Fol. 202r, top: The Arabs attack the Byzantines of Emperor Romanos III 
481. Fol. 202r, bottom: A Byzantine eunuch attacks the Arabs 
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Romanos lll receives Pinzarac 
484. Fol. 203v: Prousianos IS tonsured 


482. Fol. 202v: The general G 
483. Fol. 203r: Emperor 
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485. Fol. 204r, top: Emperor Romanos lll receives a delegation led by Amer 
bottom: The Empress Zoé tonsures her sister Theodora 
486. Fol. 204v: Arab captives are brought before Emperor Romanos III 
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487. Fol. 205r, top: The Arabs attack the city of Edessa 
bottom: Maniakes sends Christ's letter to Romanos Il à; 
488. Fol. 206r: The widow Alde visits Emperor Romanos | 
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ie gs top: The assassination of Romanos III in the baths of the Great Palace 
d dne pte bottom: The marriage of the Empress Zoé and Michael Paphlagon 
r: Orphanotrophos dispatches Ergodotes to Konstantinos Dalassenos 
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with relics to Konstantinos Dalassenos 
an and receives his possessions 
Dalassenos to the island of Plate 


492. Fol. 207v: Orphanotrophos dispatches Phagitzes 
493. Fol. 208r: A Thracesian woman kills a Varangi 
494. Fol. 208v: Orphanotrophos exiles Konstantinos 
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| ; | ios, bishop of Kyzikos. 
495. Fol. 209r: 5t. Nicholas appears in the dream of loannes Orphanotrophos 498. Fol. 211r: The Patriarch Alexios dispatches -— i to Demetrios, bishop y 
496. Fol. 210r: The widow of Amer dispatches an envoy to the Emperor Michael IV 499. Fol. 211v, top: Michel IV dispatches a servar 
497. Fol. 210v: A litany with the Emperor's brothers, loannes, Konstantinos and Georgios 


to the bishop of Thessalonica Theophanes 
bottom: Michael IV receives and distributes the money of the bishop Theophanes 
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500. Fol. 212r, top: Zoë 
i - top: Zo 
p: Zoë asks the eunuch Sgouritzes to poison loannes Orphanotrophos 
xdi 503. Fol. 212v, bottom: Varasvatze orders the annihilation of the Arabs 
orgios Maniakes defeat the Carthaginians 


501. Fol. 212r. bottom: 
' : The Byzantin 
502. Fol. 212v. top: es under Georgios Maniak à 
, top: The commander of Ed lakes defeat the Carthaginia | 
essa Var ! givens 504. Fol. 213r: The Byzant d 
asvatze receives the Arab leaders 505. Eu Giga im mi reproaches the admiral Stephanos 
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y the Bulgarians 
him or Teichomeros as ruler 


507. Fol. 214r: ini 
508. Fol. 214v: Maria ta i besiege the city of Messina 
peror's sister, on pilgrimage to Ephesus 510. Fol. 215v: Dele 
511. Fol. 216r: The stoning of Teichomeros 


509. Fol. 215r: Deleanos is proclaimed king b 


906. Fol. 213v, bottom: | 
! om | 
. Georgios Maniakes is escorted as a prisoner to Constantinopl 
inople 
anos asks the Bulgarians to choose 





rs in front of a wooden barricade 


912. Fol. 217r, top: bei 
| , top: The patrikios Alousi 
513. Fol. 217r, bottom: The tl i peas PEL. diede Ade panon 
pursue the Bulgarian besiegers of their city 515. jong s Mosa nns e. 4: the death of Michael IV 
- Fol. 218r: Emperor Miche! Iv I$ onsured; the death of Michae' | 
in the presence of the Empress Zoé 








e: the Empress Zoé on the throne 
eror Michael V 


odora from exil 
le throw arrows and stones at Emp 
efended by Michael V and his soldiers 


521. Fol. 219v, bottom: The return of The 
522 Fol. 220r; The citizens of Constantinop 
5235. Fol. 220v, top: The citizens attack the palace, d 


dé E S ne se top: Emperor Michael V parades in Constantinople 
- = EE ot The banishment of Empress Zoé by Emperor Michael V 
| , top: The Eparch Anastasios reads out the proclamation by Michael V 











524. 
od Son Tor tenia Theodora returns to the palace; Zoé addresses the citizens 
526. Fol. 222r, top: Kon E his uncle are dragged from the Stoudio's monastery and blinded 
, top: stantinos IX Monomachos arrives in Constantinople and marries Zoé 
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527. Fol. 222r, bottom: The coronation of Konstantinos IX Monomachos 
528. Fol. 222v: The Serbs massacre the Byzantines in the narrow passages of Triballon 
529. Fol. 223r: The Byzantine army retreats disgracefully 
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530. Fol. 224r: Konstantinos IX dispatches a letter to the usurper Georgios Maniakes 
531. Fol. 224v, top: Maniakes defeats the imperial army led by the sebastophoros Stephanos 
532. Fol. 224v, bottom: The head of Maniakes is brought in triumph to Konstantinos IX 
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ishment of the Patriarch Michael Keroularios 


533. Fol. 225r, top: The enthronement and bani 
bottom: The blinding and death of loannes Orphanotrophos 


534. Fol. 225v, top: The flagellation and blinding of Lampros 
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535. Fol. i 
Me : ipi pue Mehta IX Monomachos dispatches an embassy to Vladimir 
| sd Vaso v e imperial navy under Emperor Konstantinos IX Monomachos 
> ntinos IX Monomachos dispatches a letter to Vladimir, who refuses it 
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537. Fol. 226v: The magistros Basileios Theodorokanos attacks the Scythian fleet 


538. Fol. 227r: The Byzantines slay the Scyths 
539. Fol. 227v: Zoé and Theodora rescue Konstantinos IX Monomachos from the crowd 
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540. Fol. 228r: i i 
ise oe een surrenders himself and the keys of the city to Emperor Basil Il 
. z aee surrenders to Emperor Konstantinos IX Monomachos ^ 
. Fol. 229r: Aplesphares defeats the Byzantine army 
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543. Fol. 229v: The Byzantines besiege the fortress of Chelidonion 
544. Fol. 230r, top: Leon Tornikios is proclaimed emperor by being raised on a shield 
bottom: General Konstantinos receives a message from Konstantinos IX Monomachos 
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945. Fol. 230v, top: Leon Torniki i 
' : ornikios besie i 
946. Fol. 230v, bottom: Leon Torniki ges Constantinople 548. Fol. 232r: The ruler of the Turks receives the ambassador of Machoumet 
os attacks the defenders of Constanti i 
antinople 549. Fol. 232v, top: The Turks under Tagrolepex defeat the Saracens and Persians 
and humiliates his coward soldiers 


547. Fol. 231v: Leon Torniki 
; os and loannes Vatatze i 
s are led before Konstantinos IX 550. Fol. 232v, bottom: Machoumet blinds a commander 
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551. . 
51. Fol. 233r, top: The battle between the Turks under Tagrolepex and Machoumet's army 


bottom: Tagrolepex removes th i 
e guard from the river Araxes 
552. Fol. 233v: Stephanos Leichoudes receives the ambassadors of Koutloumous 
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553. Fol. 234r, top: Koutloumous defeats Stephanos' army and captures him 
554. Fol. 234r, bottom: Koutloumous' cavalry sallies forth against the Sultan's horsemen 
555. Fol. 234v; Emperor Konstantinos IX Monomachos receives the Iberian Pankratios 








956. Theophilos receiving an icon, Bulgarian Manasses Chronicle, Vat. Slav. 2, fol. 155v 558. The death of Romanos III, Bulgarian Manasses Chronicle, Vat. slav. 2, fol. 188v 
357. Battle scene, Bulgarian Manasses Chronicle, Vat. slav. 2, fol. 41r 559 Battle scene, Petrus de Ebulo, Bern, Bürgerbibliothek, cod. 120 II, fol. 123r 
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n Manasses Chronicle, Vat. slav. 2, fol. 147r 


Bern, Bürgerbibliothek, cod. 120 Il, fol. 133r 
|. 40. 143, fol. 43r 


E 1 a4 M 
562. Pursuing scene, Bulgaria 


563. Pursuing scene, Petrus de Ebulo, 


960. Embassy scene, Barlaam and loasaph, Athos, Iberon 463, fol. 114v 
564. Battle scene, Alexander Romance, Leipzig, University Library, Rep. | 


561. 
Embassy scene, Petrus de Ebulo, Bern, Bürgerbibliothek, cod. 120 II, fol. 106r 


Sheree AE , KS. 
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i , fol. 66 
565. Proskynesis, Barlaam and loasaph, Athos, Iberon 463, fol. 63r 568. Flagellation scene, Barlaam and loasaph, Athos, Iberon 463, fol. 66v 


Ü ibliothek, cod. 120 II, fol. 109r 
566. The death of St. Basil, Homilies of Gregory of Nazianzus, Athos, Dionysiou 61, fol. 35r 569. The siege of Naples, Petrus a- — EAE Mani) 2804. fol. 3v 
567. Philip on his sickbed, Alexander Romance, Leipzig, Univ. Libr., Rep. Il. 4° 143, fol. 11v 570. David, Worms Bible, London, 
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9/1. Siege scene, Octateuch, Athos, Vatopedi 602, fol. 379r 
572. Porus receives a letter, Alexander Romance. Leipzig, Univ. Libr., Rep. tl. 49 143, fol. 44r 
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573. Pope Nicholas | with the saints Cyril and Methodius, Rome, S. Clemente 
574. Isaac and Esau, Monreale 
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5/5. Ordination scene, Pontifical of Landulf, Rome, Bibl. Casanatense. Cas. 724 (B 113), 1 


: : 577. The triumphal return of David, Psalter, Athos, Vatopedi 761, fol. 13v 
576. Exultet, Troia, Archivio Capitolare, Exultet 3 p 


578. Entombment of Christ, Kastoria, Sts. Anargyroi Church 
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584. Initial P, Arnstein Bible, London, British Library, 


583. Frontispiece to the Book of Wisdom, Bible of Triento 


Harley 2799, fol. 57v 


Museo Diocesano Tridento, cod. 2546, fol. 13r 
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s of Messina, Leipzig, University Library. Rep. II 26, fol. 3r 
586. Siege scene. Tetraevangelion, Pr. gr. 74, fol. 92v 
587. Battle scene, Bayeux Tapestry 


585. Signature of Antoniu 
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588. Emperor Konstantinos VII. Ivory plaque, Moscow, Historical Museum 
989. Romanos and Eudokia, Ivory plaque, Paris, Cabinet des Médailles 
590. Golden marriage belt, Washington D.C., Dumbarton Oaks 
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591. The Stoning of St. Stephen, New Testament, Vat. Chig. ipn 124v 
592. Ordination of a periodeutes, Pontifical, Par. Syr. 112, fol. 67r 








593. 
594. Scenes to Esther, Bible, Florence, Bibl. Med. Laur., Edili 126. fol. 83r 


The author addressing his audience, Terence, Comedies, Tours, Bibl. Mun. 924. fol. 13v 





mur candem paruam repenent infulam- 


595. Raising on a shield, Book of Kings, Vat. gr. 333, 95r 
596. Amand invested bishop, Life of St. Amand, Valenciennes, Bibl. Mun. 502, fol. 22r 
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597. Façade of the Temple Gate 
598. Initial H with bishop and king 
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- Richard of Saint-Victor, Works, Par. lat. 14516, fol. 240r 
. Decretum Gratiani, Cambrai, Bibl. Mun., Ms. 967, fol. 10r 
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